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THE USES OF ART: A Comparative study, in 
the objects and images that the fine art 
general public hang on the walls of their 
attitudes towards them. 

Colin Painter 

ABSTRACT 

Newcastle-upon-Tyne, of 
community and the 

homes, and their 

This research is intended primarily to inform debates within 
the contemporary fine art community about 'art and society'. To 
deal with the material, some of the methodologies of the 
sociology of culture have been used and the work may be of 
interest in that and related fields. 

The research emerges from the concern in the art world about 
the gap between its own concepts of art and those existing in 
the wider community. The thesis argues that this cannot be 
adequately understood without knowledge of the ways objects and 
images are used outside the fine art world and of the 
relationship between these uses of 'art' and those prevalent in 
the fine art world itself. 

The research classifies (and documents photographically) the 
objects and images hanging on walls in a cross-section of homes, 
and explores their meanings for their owners in relation to 
their ways of life. All objects on walls were included. Whether 
or not their owners regarded them as 'art' was a question not 
pre-empted by the researcher. 

In order to encounter a variety of people with different ways 
of life, four groups were sampled. The groups were identified by 
the character and value of housing. A fifth group was a sample 
from the households of members of the professional fine art 
community in the locality. 

The nature of the objects and pictures differed in the 
different samples as did their significances for their owners. 
In particular, notions of 'art' were differently deployed and 
the ways in which images were perceived differed in relation to 
the life circumstances of their owners. 

The thesis provides an interpretative map of the ways in 
which visual images were used in domestic life by people inside 
and outside the fine-art community in Newcastle-upon-Tyne. It 
describes commonalities and differences in the uses of images 
related to the values, interests and social positions of the 
people encountered. 
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PART I 

WHY THE WORK WAS DONE 
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PART I 

WHY THE WORK WAS DONE 

The Fine Art Context 

As the sub-title of this thesis explains this research 

consists of a study in Newcastle-upon-Tyne of the kinds of 

objects and images that people hang on the walls of their homes 

and the ways in which they are used and understood by their 

owners. 

The work, which began in 1979, is intended to contribute to 

information and ideas in the contemporary fine art community in 

Britain. By the fine art community is meant those artists, 

teachers, critics, art historians, gallery administrators, Arts 

Council and Regional Arts Association Officers, who constitute 

the scholarly and pedagogic world of contemporary fine art, its 

culture and its institutions. For brevity's sake this will 

usually be referred to here as the 'contemporary art world' or 

the 'fine art world'. 

Through the medium of various institutions and organisations 

(notably the Arts Council and the education system) the fine art 

community defines, produces and authenticates contemporary art 

in Britain - that relatively small quantity of work (by 

comparison with the total production of visual images in 

Britain) which might tentatively be indicated by the general 

title 'modernism'. 1 

"In short, it is the kind of art that has received critical 

and art historical attention over the last twenty years and 

which is thought to constitute the art of our time by those who 

run museums and write art history books" - said Andrew Brighton 
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of modernism at the 'State of British Art' conference held at 

the ICA in 1978 (Brighton 1978). To characterise this kind of 

art he pointed to the post war collection of British Art at the 

Tate (excluding purchases made under the Chantrey Bequest). 

While the term 'modernism' is usefully indicative it is 

admittedly difficult and controversial. Used with precision to 

denote artists committed to the 'modernist enterprise' - that 

is, art predicated on the idea of 'progress' - it would exclude 

many whom it would be intended to include here (eg Bacon, Freud 

and Auerbach). The term is being used here entirely as an 

institutional label, to indicate art authenticated by the state 

institutions of art. It is, perhaps, less controversial simply 

to refer to 'contemporary fine art' and to use as a measure of 

it the kinds of art that appear in exhibitions of contemporary 

fine art organised by the state institutions of art. 

In the period covered by this research the survey exhibitions 

of British Art mounted by the Arts Council in 1980 and 1984 are 

useful examples. These are instances of the British contemporary 

fine art world consciously defining and presenting itself. 2 

In this country the income of artists working in this arena 

is primarily provided by art school teaching. The internal 

market for this kind of art is limited and it is made public 

primarily by public institutions. 3 

The important point to be made here is that this kind of art, 

among the many kinds of visual images produced in Britain, is 

singled out for state recognition and subsidy as the art of 

today by the state institutions of art. 

The fine art community also defines the art of the past. 
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Its perspective on art history constitutes a selective 

tradition4 which accredits, as art history, a limited number of 

artists whose work in one way or another is perceived as 

conforming to the priorities and values of modernist art. 

The available evidence (and there is relatively little 

published research on the subject) indicates that most people in 

Britain take little interest in the art of the fine art world in 

either its contemporary or historical forms. 

In 1976, Redcliffe-Maud (1976), speaking of the arts (plural) 

suggested somewhat unspecifically that 5% of the 'total 

popul t; nnI might be consumers. In 1983, Sir Roy Shaw (1983), 

then Secretary General of the Arts Council, said - 

"... The subsidised arts are patronised only by a minority; 
some put it as low as 2% of the population and no-one puts it 
higher than 10%. " (p7) 

Speaking of the visual arts, Su Braden (1978) put the figure 

at 15%, asking "... how... is it possible to ignore the fact that 

85 per cent of the population find the art of the other 15 per 

cent meaningless? " (p10). 

On more accountable evidence the report of a large national 

survey entitled 'The Public for the Visual Arts in Britain', 

carried out for the BBC in 1979, states - 

"A scrutiny of all the information collected about gallery- 
going led to the identification of 13% (6 million) as being 
people in whose lives gallery-going played a prominent part, 
25% for whom it played a modest but not negligible part, and 
the remaining 62% for whom it played virtually no part at 
all. " 
(Emmett et al 1980 p2) 

The findings of one survey carried out by Doughty (1968) at 

the Ulster Museum indicated the extremes of attitudes to the 

high culture of fine art. In a museum with several sections - 
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including zoology, geology, ethnography, and local industries - 

the least visited was the art gallery but, more significantly, 

when visitors were asked to say which section they liked most 

and which least, the most popular section was the art gallery 

((3 of the sample made this choice); but it was also the least 

popular (. 51% of the sample saying they liked it least). 

The BBC figures quoted above include visitors to galleries 

showing historical art. Therme-sur-vey-found-}essympathy for 

contemporary art than historical art. This seems to be supported 

by the fact that over the years 1971 to 1981 attendance figures 

at the National Gallery, London, (showing historical art) were 

substantially higher than at comparable London galleries showing 

contemporary art. For example, in 1981 the National Gallery 

received 2,738,000 visitors compared with the Tate's 891,000 

(the Tate includes both historical and contemporary art) and the 

Hayward's, 401,000 (Nissel 1983 p104). 

The BBC survey did not confine itself to gallery attendance 

as a measure of interest in visual art. It included reading 

about art, viewing TV programmes on the subject and 

participating in painting and drawing. In all cases, though to 

different extents, social class and education were significant 

factors associated with participation, (Emmett et al 1980). 

Surveys of gallery attendance show that the minority of the 

British population that does visit art galleries is mainly drawn 

from the higher educational and social groups. Appendix V shows 
% 

the results of the BBC survey in this regard. Other surveys 

carried out at art galleries in Britain tend to support these 
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findings6 

Several surveys of attendance at exhibitions of modernist art 

throw up the significance of education in particular. An Arts 

Council (1975) survey at the Serpentine Gallery found that 40% 

of weekend and 3of 
weekday visitors to the 'Summer Show III' 

were students, lecturers or teachers. In each case about half of 

these were involved with education in the arts. Similar 

findings had emerged from a survey of visitors to the 1974 

Summer Show (Arts Council 1974a). Similarly the Arts Council 

(1974b) survey of attendance at a Rouault exhibition in 

Manchester found that 42% of visitors were students, lecturers 

and professionals involved with the arts. Wilson (1978) found 

that 28% of visitors to the 'Dada and Surrealism Reviewed' 

exhibition at the Hayward were involved with the visual arts 

through study and a further 17% were involved through work. 

Research in other Western countries confirms a close 

relationship be"r}-paricipation in high culture, social class 

and education7. Dimaggio and Useem (1978) in the USA, Bourdieu 

(1984) in France, have made substantial contributions 

elaborating research findings in the light of theories of class 

and culture. 

Education and social class are obviously closely related. 

Particular educations are associated with the capacity to 'read' 

particular kinds of images (Bourdieu 1968). This is not peculiar 

to the images of high art. Here, 'education' should be 

understood in its broadest sense to include 'life experience' as 

well as form olarship. At the same time certain knowledges 

and skills are given special status in the formal education 
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system. As far as visual images are concerned it is those of 

high art that are given this attention. Some children will also 

be encouraged to become familiar with high art outside of school 

as a part of their way of life at home. 

It is well known that access to formal education in Britain 

is class related but social class is also significant in 

relation to arts consumption because of the social contexts in 

which high culture is purveyed. As Dimaggio and Useem (1978) 

have stated in America - 

"Appreciation and understanding of the high arts is related 
to the context in which they are presented, and the context 
is generally more familiar to the upper-middle and upper 
classes than to others. Boundaries can be erected not only by 
codes inherent in the work of art itself, but also by the 
social context of appropriation: the kind of setting within 
which the work appears or is performed, the relationship 
between the setting and other settings of everyday life.... " 
(pp150-151). 

While concern over the isolation of artists from the 'rest of 

society' goes back in Britain at least to the mid-nineteenth 

century8, it came to the forefront of polemics in the 

contemporary fine art world in the late 1960s and '70s. 

The situation was termed a 'crisis'. According to Peter 

Fuller (1980) - 

"... the artist is bedevilled by the... problem of the crisis 
in his social function. " (p38) 

Elsewhere Fuller (1980) stated - 

"It is only a mild exaggeration to say that now no-one wants 
Fine Artists, except Fine Artists, and that neither they nor 
anyone else have the slightest idea what they should be 
doing, or for whom they should be doing it. " (p45) 
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In the words of Richard Cork (1976) 

"This is by far the most urgent and important challenge 
facing art in the latter half of the seventies: to restore a 
sense of social purpose, to accept that artists cannot afford 
for a moment longer to operate in a vacuum of specialised 
discourse without considering their function in wider and 
more utilitarian terms. " (p94) 

And from Su Braden (1978) - 

"... the essential nature of art is in question in the 1970s. 
Concern for the separation of art and artists from the rest 
of society, expressed by the growing concentration on new 
ways of putting art and artists back into social contexts, 
may be seen as the stamp of this decade. " (p3) 

Such events and publications as the March/April 1976 issue of 

Studio International entitled 'Art and Social Purpose' (which 

was a sell-out), the 'Art for Society' exhibition at the 

Whitechapel Gallery in 1978, the 'State of British Art' debate 

at the ICA, the 'Art for Whom? ' exhibition at the Serpentine 

Gallery in 1978, all characterised the climate of concern in the 

late seventies, when this research project was conceived in 

Newcastle-upon-Tyne. 

Within this broad concern about the social role of art there 

were (and are) many perspectives. It is useful to identify a few 

emphases which contributed to the motivation behind this 

research. 

One emphasis is characterised by the dominant approach to art 

in general education in Britain over the last hundred years or 

so. Different authorities have offered distinctive formulations 

(eg Read 1967c; Witkin 1977; Ross 1978) but they share the 

conviction that the processes of exploring experience and 

responding to the quality of one's interaction with the world; 

of discovering identity through expressive response in material 
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form, are essential to human development and well-being. These 

are processes thought central to fine art practice. Malcolm Ross 

says - 

"... I line up with those artists and writers who see as all 
important the 'expressive' role of artistic activity. " (Ross 
1980) 

And elsewhere - 

"Arts education deals with image-making as a means of 
building our perceptual faculties - intelligence of feeling. 
Image-making is the means by which affective adaptation is 
achieved. " (Ross 1978 p39) 

Peter Fuller has been elaborating related ideas within a 

Marxist tradition. Convinced "... that the theory and practice of 

expression as it developed within the Western Fine Art tradition 

is not reducible to ideology... " (Fuller 1980 pp261-262), he has 

described "... an aesthetically healthy culture... " as "... one in 

which individual expression (in all the manifold imaginative and 

technical variations of each of its specific instances) can be 

freely realised, through definite, material skills, within a 

shared symbolic framework. " (Fuller 1983 p22). In the same 

lecture he said, "I believe that 'the aesthetic dimension' is a 

vital aspect of social life: our society is aesthetically sick; 

without the art schools it would be effectively aesthetically 

moribund. " (p21) 

The human impulses and potentialities to be developed are 

considered to be innate and universal. Sir Herbert Read called 

for the development of 

"... the aesthetic impulses which are the normal possession of 
all children, and which all children all over the world and 
throughout all time have possessed in striking uniformity... " 
(Read 1976a p108) 

This emphasis is mainly concerned with expressive processes 
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as an essential part of 'healthy' life. What, in theory at 

least, it leaves open is the question of what kinds of products 

of these expressive processes are to be recognised and validated 

as worthwhile. More correctly the question should be, what kinds 

of products are to be recognised and validated as the expression 

of the valued 'natural' and 'universal' impulses? 

The Arts Council's approach to this is presented in an 

uncomplicated way. Its three official objectives are: 

"1. To develop and improve the knowledge, understanding 

and practice of the arts; 

2. To increase the accessibility of the arts to the public 

of Great Britain; 

3. To co-operate with government departments, local 

authorities and other bodies to achieve these objects. " 

(Arts Council 1983) 

Objectives 1 and 2 (number 3 is essentially a method rather 

than an objective) both speak of 'the arts' as an uncontentious 

category. They are 'given' - an aspect of human evolution, a 

'timeless' expression of 'natural' and 'universal' human 

impulses and faculties. The arts simply need. the right 

circumstances to flourish. What the arts look like is the 

embodiment of these natural characteristics. To recognise them 

one needs only to develop the necessary sensitivities. The 

capacity to appreciate the arts is merely undeveloped in some 

people due to lack of opportunity. 

To illustrate this position it is worth quoting Sir Herbert 

Read at length. 
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"Any general theory of art must begin with this supposition: 
that man responds to the shape and surface and mass of things 
present to his senses, and that certain arrangements in the 
proportion of the shape and surface and mass of things result 
in a pleasurable sensation, whilst the lack of such 
arrangement leads to indifference or even to positive 
discomfort and revulsion. The sense of pleasurable relations 
is the sense of beauty; the opposite sense is the sense of 
ugliness. It is possible, of course, that some people are 
quite unaware of proportions in the physical aspect of 
things. Just as some people are colour-blind, so others may 
be blind to shape and surface and mass. But just as people 
who are colour-blind are comparatively rare, so there is 
every reason to believe that people wholly unaware of the 
other visible properties of objects are equally rare. They 
are more likely to be undeveloped. " (Read 1976b p16) 
(Emphasis in original) 

Here Read is concentrating on the notion of 'beauty' as a 

self-evident and fundamental characteristic of all art for those 

who have developed the necessary sensitivities to perceive it. 

The same conviction that the high arts embody 'natural' values 

and perceptions is not restricted to the idea of beauty. Thus 

art is presented as offering timeless and universal insights 

into human nature and human relationships. 
9 The arts are said to 

provide perceptions of perennial 'truth'. 

Although the worlds of the Arts Council and of art in general 

education have been strangely separate10 and, although those 

concerned with general education have had an ambivalent 

relationship to the fine art world11, it is true to say that the 

dominant values guiding the treatment of art in general 

education are rooted in the attitudes and concepts which underly 

the high culture of fine art. Indeed, those in Britain today 

with the power to conceptualise the role of art in the schools 

(and many of those who teach it) were trained in the same high 

art tradition. Furthermore, the place of art in the school 

curriculum is largely justified by implied or direct reference 
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to the achievements and characteristics of the fine art 

tradition (Aspin 1980). 

The kinds of products recognised and encouraged in schools as 

'natural' expressions of innate and universal impulses tend, 

therefore, to conform to the characteristics of fine art. This 

fact should not obscure the potentially radical implications of 

the processes that art educationalists value12, 

The missions of art in general education and of the Arts 

Council have much in common. For the most part the schools have 

attempted to develop in more people the sensitivities thought 

necessary to the appreciation of the arts. The Arts Council 

attempts to present the same arts more accessibly to more 

people. 

As Sir Roy Shaw (1983) said when Secretary General of the 

Arts Council - 

"The unexpressed major premise on which public subsidy is 
based is surely that everyone has a right to culture... " (p7) 

Here, of course, Shaw uses t)ie word 'culture' in the 

Arnoldian sense13. 

The perspectives on the social role of the arts so far 

sketched here usually present themselves as non-political. The 

concern is said to be with modes of response and feeling which 

are 'above' politics or, at least, irrelevant to them14. 

By contrast overtly political perspectives on the social role 

of art dominated debates in the '70s due to the radical ideas 

that came into academic life and art schools in the late '60s. 

Left-wing artists and critics insisted that cultures and values 

are socially constructed. They are specific to particular social 
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and historical moments. The values of high art - the 

manifestations of high art - are not natural, universal, or 

timeless (Fuller 1980a). 

Braden (1978) argued that the tradition of high art as 

defined in Britain (the arts as purveyed by the Arts Council) is 

the culture of a particular social group - in her terms the 

'middle class' - and irrelevant to people not in that group. 

Berger (1976) described the conventions employed by the 

professional artist in Europe (clearly since the 17th century) 

as those which corresponded to the experience, the 'social 

manners' of the ruling class. Hadjinicolaou (1978) claimed that 

what is usually described as art history is, in fact, "the 

bourgeois ideology of 'art'. " (p3) 

Image making is a consequential activity. It is instrumental 

in shaping, as well as reflecting, our self perceptions, our 

consciousness, our values. It is a means by which ideas about 

the nature of reality are postulated. It is a way of 

conceptualising and re-conceptualising the world (Leach 1983) 

and human relationships within it (Berger 1981). Thus the 

artist, Hans Haacke (1976) says - 

"Any product or activity designed to communicate feelings and 
ideas - and art works certainly belong to that category - 
performs a social function and is therefore implicitly, if 
not explicitly, also of political import. " (p117) 

1 For artists such as Haacke, Atkinson, Burgin and Stezaker5, 

to name but a few, political statement was what their work 

became. Many artists adopted ways of working that resulted in 

art objects that were not negotiable as products; could not 

become the possessions of the dominant class -a part of the art 
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market. Conceptual art, performance art, body art, land art... 

Since these artists operated within the fine art world and, 

more importantly, through languages that were peculiar to that 

world, they made little impact on people not already initiated 

to high culture. 

More relevant to this research are the ideas of those who 

wanted to make the means of artistic production more widely 

available; to achieve an art that spoke to the circumstances and 

aspirations of people not initiated to high art. 

An example was Richard Cork's concept of 'collaboration 

without compromise' (Cork 1980). Cork called upon artists to go 

out into the world and examine life as lived by others - which 

he characterised as "blighted by the injustices of poverty, 

unemployment, inadequate housing and substandard educational 

provisions" (Cork 1979) - and to make works of art about it. 

Cork cited Stanley Spencer's work in the Glasgow shipyards as an 

example. The murals of Desmond Rochford and David Binnington 

(the 'Royal Oak Murals') can be seen as one more recent attempt 

to meet Cork's call. 

A major difficulty with this approach is that it is not 

possible to separate completely the formal conventions of a 

statement from its content. It is problematic for an artist to 

go out equipped with a vocabulary learned in a foreign context, 

and use that vocabulary to communicate with people about a very 

different way of life. 

As a 'community arts worker' Braden (1978) recognised that, 

inseparable from demystifying 'the means of production' of art 
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and making them available to people, was the necessity of 

negotiating the vocabulary. From her perspective artists were 

not to make images about people but put their skills at the 

disposal of others and assist them to produce their own, 

relevant 'art', capable of embodying their values, experience 

and way of life. 

Even with this approach there remains the problem that 

'skills' are difficult to separate off from cultural conventions 

which is closely related to the matter of idioms and forms - 

street murals, for example, have few roots in the lives of the 

people they are meant to serve. 

What both the radicals and the Arts Council have in common, 

from their very different perspectives, is the implicit belief 

that those who do not participate in high culture enjoy 

inadequate cultural forms. From the Arts Council's perspective 

these forms do not embody sufficiently profound. or 'high', 

ideals and achievements. From the perspective of the radicals 

they are insidiously infected with the dominant ideology and 

lack critical consciousness (Greenberg 1964). 

But a legitimate response to Sir Roy Shaw's assertion that 

"everyone has a right to culture" is that everyone has a 

culture. (Here the term 'culture' is used in the 'neutral' sense 

stemming from anthropology16. ) The situation in Britain is not 

that the majority of people who do not enjoy high culture have 

no interest in music, dance, or visual images and need to be 

given an interest. They manifestly do have such interests but 

their tastes and activities are not legitimated as 'art'. The 

situation can be described as one in which the cultures of some 
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are validated and supported as high culture while those of 

others are excluded from such recognition - denigrated as not 

real 'culture' at all. 

As the radicals have contended, 'the arts' are not an 

uncontentious category - given with self-evident definition. 

People decide at particular times what particular artifacts are 

to be given the status of art. Because the concept of art is 

associated with notions of being 'cultured', 'cultivated' etc; 

because the concept of art is deployed to validate particular 

depictions and constructions of the world and of relationships 

within it, the capacity to designate some images as art and to 

exclude others is a profoundly political power. Questions such 

as whose visual images - whose construction of the world - 

should be accorded the status of art are crucial. (This is a 

significantly different question from that of 'Art for Whom? ' 

contained in the exhibition of that name to which reference has 

already been made. ) 

In Britain, a democratic society in which art is supported by 

general taxation, the question of whose 'culture' should receive 

recognition as art is a particularly important one. 

As Robert Hutchison (1982) has said - 

"The profoundest source of the Arts Council's power lies in 
its official capacity to conceptualise and to identify the 
arts and the artistic. " (p13) 

This is not achieved through democratic process - at least, 

not at the points where the significant decisions are made. The 

Arts Council and its executive sub-groups which give out state 

subsidies for the arts are not democratically elected groups but 
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groups of professionals and invited professionals (Hutchison 

1982). 

The scholars and pedagogues who shape the content of 

education in Britain are also appointed professionals. 

Fine art world arguments about the social role of art have 

been characterised by a lack of serious interest in the ways in 

which pictures and images are used on the other side of the so- 

called 'culture gap'. As the term 'culture gap' implies the 

situation is usually reduced to a crude bi-cultural division. 

Richard Cork (1979a) described it as an - 

"... appalling gulf between the popular mass-produced prints 
most of us buy in shops, and the often unpopular objects the 
Tate Gallery displays as certified works of art. " (p47) 

A notable challenge to such generalised assumptions has been 

offered in the work of Andrew Brighton who has drawn attention 

to the plurality of kinds of 'art' in Britain and has begun to 

offer a map of the terrain17. His work has been unique in the 

art world in giving serious critical attention to the work of 

painters, popular with particular audiences, but excluded from 

the contemporary fine art world and its institutions. In his 

exhibition 'Towards Another Picture' (organised with Lynda 

Morris in 1977) a wide range of paintings from inside and 

outside the art world pantheon were presented side by side on an 

equal footing. 

This research grows out of such initiatives. It is based on 

the view that an adequate response to the problems of the social 

role of art has to include a preparedness to_attend to the 

cultures of people outside the art world - the people at whom 

all the good intentions are directed. 

1 
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As Wolff (1982) states - 

"... appropriate methods of cultural intervention can only be 
developed in conjunction with a correct perception of the 
prospective audience, and the mann er in which the intended 
Tnssage uni 11-trn received. 11 ( p95 ) 

We in the fine art world need to attend to the ways visual 

images are used and given meaning in the lives of people outside 

the fine art enclave. We need to give this attention inside the 

cultural context in which the images are given meaning and not 

make dismissive evaluations against a foreign framework of 

values. Such a study is necessary from all the perspectives that 

have so far been identified. 

For those in general education it is necessary because 

whatever learning or developmental processes it is desired that 

children should undergo, they have to be made meaningful and 

desirable in relation to the values and priorities prevalent in 

the cultural contexts in which people live. As Entwistle (1978) 

states - 

"... a child's own culture is an essential educational point 
of departure and an object of continuous reference for 
exemplification of the knowledge, values and skills to b? 8 learned from the various arts and sciences. " (pp184-185) 

The same is even more true of adults whose priorities and values 

are more firmly established. 

It is necessary to the Arts Council for the same reason. To 

make existing fine art more widely accessible it is necessary to 

know the values and priorities of those it is hoped to convince. 

It is necessary to those who wish to 'collaborate without 

compromise' and to the community arts movement because the 

attempt to equip people to speak for themselves should respect 
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their existing values and modes of statement and take them as a 

starting point. 

It is necessary to those who wish to legitimate existing 

cultures; those inclined towards cultural democracy, because 

they need to know the cultures that they are legitimating. 

Most of all, perhaps, it is necessary out of mutual respect. 

While the evidence already mentioned shows that audiences for 

the art of the fine art world are relatively small and recruited 

from a narrow section of society, central questions that this 

research sets out to ask are: what other forms of 'art', images 

and artifacts do people actually have, use and care about, and 

is this perceived 'failure' not a failure to enjoy art but a 

failure to enjoy the art recommended by the art world orthodoxy? 

The term 'art' itself becomes problematic here, because as 

already stated it is a culturally specific and selective 

concept. 

Tos y that-the-majority of British people are not interested 

in ' art' is-_only_ true if we mean the art of the f ne, arwor-ld. 

People might not be interested in the pictures that hang in the 

Tate but they do surround themselves in their homes with visual 

images and the survey in Newcastle indicate that they do so 

regardless of class or education. The report of a market 

research survey published by Mintel in 1980 estimated that, at 

the time, Woolworth's were selling two million pictures a year, 

the British Home Stores were selling £2 million worth, and £35- 

50 million a year was being spent in Britain on prints and 

reproductions. The survey found that the largest single category 
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of retail outlet for pictures was an 'other' category - an 

unclassifiable range of retailers including market stalls. "The 

latter, " said the report, "is, in fact, very important and could 

be the most important distributive sector" (Mintel 1980). 

Very little research has been carried out in this terrain19. 

When one looks at the field of visual art to examine the full 

spectrum of picture-making, it becomes clear that it is unusual 

among 'art forms' in Britain in that virtually no discourse and 

no shared map exists beyond the 'legitimate' territory of high 

culture. In music, for example, the field is categorised. Jazz, 

folk, blues, rock and pop are terms which identify kinds of 

music, each with a particular public. More significantly, each 

kind of music has some form of discourse which appears in 

specialist journals as well as the national press. To that 

extent these forms of music are legitimated - though they are 

still clearly excluded from the high culture of music. The same 

can be said to varying degrees of dance and drama, if we include 

in the latter film and television. 

Visual art is distinctive in having no such elaborated map. 

The Fine Art Trade Guild provides some information on 

reproductions being produced. The Guild's annual list of the 

'Top Ten' reproductions is particularly interesting, but this 

information refers only to reproductions retailed by its members 

and approved by the Guild as being of suitable quality20. (The 

Top Ten is also the result of a poll among retail members of the 

Guild who nominate their best-selling reproductions as distinct 

from a list of best-sellers arrived at purely numerically. ) 

Looking at what is on offer in the retail outlets, the 
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catalogues of print publishers and advertisements in journals 

and newspapers gives an indication of what is being purveyed but 

tells little of how, if at all, it is being used and by whom. 

This kind of information has three main limitations. It 

takes little account of who buys what pictures; it tells us 

nothing of what combinations of pictures people surround 

themselves with; and it tells us nothing of why 
the, 

p; c-tu es are 

bough - of the ways in which they operate in people's lives. A 

fourth limitation is that it pre-empts the definition of a 

'picture'. 

fact there is little research published in English which 

throws direct light on the way people in Britain, or other 

western cultures, currently use pictures in their domestic 

lives. 

The work of Vytautas Kavolis (1965) in 'Artistic Preferences 

of Urban Social Classes' is based on cross-cultural historical 

evidence relating fine art to the surrounding social 

circumstances and systems of patronage. It leans heavily on art 

historians such as Antal (1948) and Hauser (1962), and makes 

clear its limitations for the Newcastle study in stating that no 

evidence can be offered of urban working class taste in art 

since this class does not take an interest in art. Kavolis 

considers that the extent to which the working class might 

possess unrevealed predispositions towards the appreciation of 

art can only be revealed in psychological tests of potential 

behaviour. 

Studies of 'potential behaviour', or of abilities and 
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aptitudes, are peripheral to the central thrust of this 

research. A number of 'laboratory studies' have been undertaken 

which set out to measure aesthetic preferences. These usually 

involve confronting subjects with images selected by the 

researcher (or art expert advisers) and asking for particular 

responses. 

Knapp, Brimner and White (1959), for example, looked at 

aesthetic preferences in relation to educational level and class 

status, by showing subjects a range of tartan designs and asking 

them to rank them in order of preference. 

Crozier and Chapman (1981) recently published an extensive 

survey of published reports on psychological tests of aesthetic 

preferences with particular reference to social class as a 

factor. They report that - 

"There is clear empirical evidence that the exist social 
class differences in aes epic preferences. " (p273) 

But also state - 

"On a general methodological point, it is plain that 
insufficient attention has been paid to the possibility of 
field studies and behavioural indices of preference. There is 
a dearth of studies examining voluntary exposure to forms and 
works of art. It would not be difficult, for example, to take 
indices of records, postcards and prints purchased, or 
exhibitions and concerts attended, and thereby one could move 
away from the highly contrived laboratory arrangements which 
typify research on social aspects of aesthetics. " (p275) 

From a sociological perspective Bourdieu (1984), in France, 

established a relationship between social clasp--and-the 

consumption of all kinds of cultural products. While his work 

included visiting subjects in their domestic settings a 

structured questionnaire was used. In so far as visual images 

were included it involved offering subjects limited response 
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alternatives to particular questions including 'favourite 

painters' from a pre-determined shortlist21. 

In Britain, the BBC survey of 1981 (Emmett et al 1981), 

already quoted, included a section on preferences for paintings 

presented to subjects as postcard reproductions of 'high art' 

works22, and Willats (1975) undertook a small-scale 

questionnaire survey on knowledge of, and attitudes towards, 

art23 using similar techniques. 

The most relevant studies are those that have been based on 

the contents of households. In America, Csikszentmihalyi and 

Rochberg-Halton (1981) have undertaken such a study of 

domestic possessions. 

"We wanted to examine the role of objects in people's 
definition of who they are, of who they have been, and who 
they wish to become. For despite the importance of objects, 
little is known about the reasons for attachment to them, 
about the ways in which they become incorporated in the goals 
and in the actual experiences of persons. " (p. x) 

In 1977 they went into the homes of 82 f m. iL1es in Chicago. 

Half the families were described as 'upper-middle class' and 

half as 'lower-middle class' (p55). Interviewing all members of 

the extended families (315 respondents) they asked, among other 

things, "What are the things in your home which are special to 

you? " Having received answers to that enquiry the reasons for 

choices were explored. Each respondent could choose more than 

one object as 'special'. It was found that 26% of the 

respondents included at least one object of 'visual art' in 

their list of 'special' objects. ("Any two-dimensional 

representation other than a photograph" was included in the 

definition of 'visual art' (p63). ) Photographs, as a separate 
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category, were included by 23% of participants. Sculpture ("All 

three-dimensional artifacts, excluding furniture and weavings" 

(p76)) were included by 19%. The report includes an elaborate 

quantification of 'meaning categories' which relate closely to 

the findings of this research, and will be referred to at 

appropriate points in this text. The study gives virtually no 

attention to the nature of the objects (apart from categorising 

them as Visual Art, Photographs, Furniture, Books, etc). The 

report is not illustrated. 

Thus, while it is distinctive in concerning itself with the 

existing 'visual art' inside domestic settings, and confirms the 

importance of images in people's lives, it does not 

differentiate between particular kinds of images and primarily 

concerns itself with those declared 'special'. 

Another American study, Laumann and House (1970) of living 

room styles, gave statistical results which supported the 

identification of distinctive styles of decor which related to 

the '... statuses of the individuals, ' and to their 'attitudes 

and behaviour in other areas of life' (p338). Very little 

attention was given to the characteristics or roles of pictures 

or other objects on the walls. 

In Sweden, Sandström (1977) reports a study with an 

ambivalence to the domestic setting as a subject for attention. 

Sandström went into people's homes to carry out tests which 

involved responses to postcard reproductions of high art images. 

While there he reports photographing the interiors of rooms, 

making inventories of the contents and carrying out informal 

interviews, and yet he does not present this aspect of his 
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research because "the outcome can never be quantified". 

In Britain, the - at present unpublished - work of the 

sociologist, Dr Pauline Hunt, in Staffordshire has involved the 

in-depth study of a limited number of domestic interiors with 

emphasis on all furnishings and decorations, including objects 

on walls but without these being the central concern. Her work 

is in the tradition pioneered by Chapman (1955). In its concern 

with the nature of the visual environment in which people live 

and work and the social interactions which shape that 

environment, it has a relationship to the present study. 

The work of Elizabeth Shove24, also unpublished, on decision 

making and gender in the domestic environment is also relevant. 

Preliminary reports of aspects of both these projects have been 

of interest to the Newcastle study. 

Assumptions Underlying the Work 

What distinguishes the approach of this thesis is that it is 

not primarily written as a contribution to the sociology of 

culture. As already stated, the audience being addressed is my 

own professional world, the contemporary fine art world. This 

results in a fundamental interest in what images and artifacts 

people have in their homes and how they value them. 

However, the work has required the borrowing of methods and 

terminology from the social sciences. It has been necessary to 

use certain concepts that may be in dispute but which have had 

to be treated as unproblematic in order to pursue an empirical 

enquiry. These assumptions have inevitably shaped the direction 

of the research, the questions that have been raised, as well as 
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the interpretations that have been made. They are, therefore, 

stated here. 

Perception 

Perception is understood as an active process (Borger and 

Seaborne 1969). Experience of 'reality' is constructed through 

an interaction between the characteristics of the spectator, 

biological, individual and cultural, and the characteristics of 

the physical world. We cannot know the physical world directly. 

Our experience of it is always a human construction. It is a 

construction that we have some power to modify and to 

communicate to others (Williams 1980). 

While individuals are active in the construction of their own 

realities, the selective priorities that shape their perceptions 

of the world are very largely given culturally (Luria 1976) and 

socially (Berger and Luckmann 1967). Different social groups, 

confronted with different life circumstances, develop 

distinctive constructions of reality, distinctive priorities, 

distinctive values. 

Culture 

The work adopts the non-evaluative anthropological definition 

of culture as 'a whole way of life'. Culture in this sense is 

the complex of priorities and values of a group, its way of 

conceptualising the world, its customs, beliefs and artifacts. 

Williams (1981) has described a 'practical convergence' 

between the anthropological definition of culture and the notion 

of culture as 'the arts'. This convergence defines the 'arts' 

more broadly, and without evaluation, as all signifying 

practices. At the same time it gives such practices particular 
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attention within the cultural field. 

Within the broad definition of culture applied here, 

signifying practices, including 'artistic practices' (broadly 

conceived) are seen as instrumental in shaping, as well as 

reflecting, the culture as a whole. (That is not to say that 

they are the only such forces. ) 

Social Class 

Aron (1976) distinguishes between the 'nominalist' and 

'realist' tendencies in thinking of class. The 'nominalist' 

defines class not as a 'real ensemble' but as a 'conglomeration 

of individuals'. In this conception, class is a matter of the 

degree of status and prestige accorded to one by others in 

respect of a complex range of factors including power, property 

and occupation. 

The 'realist' perspective sees class as a "real ensemble 

defined at one and the same time by material facts and by the 

collective consciousness which individuals form of it. " Classes 

are not simply 'strata' and "the essence of class is the 

collective unity which is real and conscious of itself. " 

(pp67-79) 

This work adopts the 'realist' definition of class. A Marxist 

model of Britain is tentatively accepted in so far as that 

entails the concept of two major classes with more or less 

opposing interests -a dominant class made up of those who 

control the means of material and cultural production or whose 

interests are invested in those who do, and a subordinate class 

which survives principally by selling its labour to the dominant 
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class (Marx 1976). 

Hebdidge (1979) provides an appropriate emphasis - 

"For instance, if we pause to reflect for a moment. it should 
be obvious that access to the means by which ideas are 
disseminated in our society (ie principally the mass media) 
is not the same for all classes. Some groups have more say, 
more opportunity to make the rules, to organise meaning, 
while others are less favourably placed, have less power to 
produce and impose their definitions of the world on the 
world. " (p14) 

The dominant class - the group which historically has had 

access to developed forms of literacy and knowledge as well as 

enjoying relative wealth and privilege - has been principally 

responsible for the shaping of our educational system and its 

content. It has been principally responsible for designing our 

institutions and making our laws. However well intentioned the 

members of that class might have been, and there seems little 

doubt that many of them have acted in the best conscience, they 

will have done all this in their own image. They will have 

proposed the best world possible in the light of their own 

perceptions of truth. They will have constructed an order which 

confirms their priorities and their values; they will have 

expressed those values in languages that were of their making. 

For those in the subordinate class who have had to learn to 

negotiate this competitive landscape 'from scratch' the going 

has been, and continues to be, considerably more tortuous than 

for those born into it and for whom its intricacies represent 

the only real world of any consequence. 

However, this model of two major classes is seen as very 

vague and imprecise. It is not considered possible to 'draw 

round' classes in a precise way. While, in the account of this 
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research Areas sampled are termed 'middle class' and 'working 

class', it is not intended that the populations of those Areas 

or the people encountered in them should be simplistically 

identified with the dominant and subordinate classes referred to 

here. (See the Summary to Part III. ) 

Class Cultures and Sub-Cultures 

Britain contains a plurality of cultures. This is very clear 

in relation to groups of different national origins which reside 

here - minority ethnic groups. It is also true of the class 

structure. The different circumstances of classes have resulted 

in distinctive ways of life and values. While it is still 

possible to speak of a 'British culture' in the sense that there 

are large shared characteristics - this is only true in a very 

general sense. Within that large generality there exist class 

cultures and sub-cultures, the latter relating to groups with 

common interests of, for example, a religious or professional 

nature. 

The Fine Art Community 

The fine art community has already been introduced as a sub- 

culture, a group with shared educational experience, 

aspirations, values and interests. It has also already been 

explained that this group is seen as having the official role of 

defining art in British society through education and the state 

institutions of art. The scholarly authority of this group is 

viewed by others with some ambivalence. 
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As Lynes (1980) has said in the United States - 

"On the one hand the public looks to the Art World to tell it 
what it should like and by what standards it should make 
judgements in matters of taste; on the other hand, it insists 
on its own right to have opinions on matters of art, or, if 
it feels that way, to have no opinions at all. " (p259) 
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PART II 

HOW THE WORK WAS DONE AND WHY IT WAS DONE THIS WAY 

ruAPTUP I 

Why It Was Done This Way 

While this research is meant to inform debates in the fine 

art community, it is necessary to set aside the perspective of 

that community for the purpose of the investigation. In 

particular we need to suspend the preoccupation with the 

evaluation of images that is common to the art world. 

If we want to see the ways of life of others with 

understanding we are wasting our time assessing their merits in 

terms of our own foreign, and therefore, irrelevant values and 

preoccupations. This is accepted widely in the fine art world's 

approach to the art of other nationalities and, even, to our own 

art history. Certainly, some would maintain that 'true' 

aesthetic value is, at least largely, timeless and trans- 

cultural' but this does not preclude acceptance that a full 

engagement with the possible meanings of works of art demands a 

consideration of the cultural context. We do not dismiss, say, 

medieval art against contemporary standards but accept the 

necessity to examine the way of life in which the works were 

produced and the original uses to which they were put in order 

to perceive them appropriately. Indeed, some art historians and 

aestheticians make this the main thrust of their practice2. 

It is doubly important to adopt this approach In looking at 

different kinds of 'art' in our own time and society precisely 

because they seem so 'obvious' to us. The hierarchies and values 

in relation to which particular kinds of 'art' are viewed are an 
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unregistered part of our own perceptual equipment. In the 

unconsidered dismissal of 'foreign' contemporary images the 

'specialist' in the fine art community is arguably as bigoted as 

the 'man in the street' accused of Philistinism. 

Ultimately we might wish to defend some of the values of the 

fine art world. That is not at issue here but central to this 

project is a concern to understand and not to evaluate. As Ken 

Baynes (1975) has said - 

"The questions... are not: 'Is it art: is it good art or bad 
art? ' but 'What does it do: how does it do it: what does it 
mean? '" (p53) 

The purpose, then, is to discover what kinds of objects and 

images people possess and to attempt to understand the meanings 

they have for their owners in terms of their particular ways of 

life. The work can thus be located within the terrain of the 

sociology of culture and is related to the tradition of 

Hoggart's 'The Uses of Literacy', Williams' 'Culture and 

Society' and E. P. Thompson's 'The Making of the English Working 

Class'. which are very different but related attempts to develop 

new perspectives in understanding working class culture. 

Stuart Hall (1981) states that - 

"... the culturalist paradigm... defines culture as both the 
meanings and values which arise amongst distinctive social 
groups and classes, on the basis of their given historical 
conditions and relationships, through which they 'handle' and 
respond to the conditions of existence; and as the lived 
traditions and practices through which those 'understandings' 
are expressed and in which they are embodied. " (p26) 

Thus, although a central concern of this study is to discover 

what objects and images people hang on their walls, this is not 

only to make an inventory of objects (although this is 

important) but to examine what the objects are in terms of how 
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they are perceived and understood by their owners - recognising 

that such perceptions and understandings are not fixed and 

singular characteristics of the objects but the product of 

interactions between objects and spectators. Resultant meanings 

are subject to variation in relation to prevailing intentions 

and contexts3. 

What in one setting is called the 'Haywain' by John Constable 

might be 'a country scene' in another setting or 'a Christmas 

present from Aunt Clara' in another. It might also have more 

than one of these meanings for the same person. In the words of 

Morris (1977), "Objects do not simply have meaning in 

themselves, they have meaning for someone. " (p13) (Emphasis in 

the original. ) 

These distinctions have important implications for the way in 

which the research has been done. If the concern were to 

establish, in a so-called 'objective' fashion, what people hang 

on their walls the most appropriate method might be to make a 

large-scale statistical survey documenting all the objects 

encountered. (The term 'objective' is put in quotation marks to 

acknowledge its contentiousness - particularly for sociology 
4. 

A survey of that kind would assume that such objects can be 

uncontroversially assigned to discrete and predetermined 

categories. It would, in fact, be imposing meanings on the 

objects - defining them in terms not necessarily shared by their 

owners. In so far as the findings in this project include a 

categorisation of the pictures found in the terminology and 

frame of reference of the fine art. world, it is consistent with 

this approach, but in so far as it has mainly been the purpose 
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to understand the particular meanings and identities that the 

objects have for their owners, a different approach has been 

necessary. 

This distinction between categorisation and understanding is 

consistent with two broad traditions in sociological theory and 

research practice. Different terminology is used by different 

authorities in describing these traditions (eg Bruyn 1966, 

Morris 1977) but perhaps the most useful terms here are 

'positivis ' (involving 'quantitative' methods) on the one hand, 

and 'humanistic' (involving 'qualitative' methods) on the other. 

The positivist perspective sees sociology as an attempt to 

apply the methods and conceptual rigour of the natural sciences 

to the study of social phenomena. It is fundamental to this 

perspective that there is a knowable world which exists 

independently of our conceptual framework and that study of this 

world should be free from human subjectivity (Kerlinger 1964). 

Williams (1980) points out that the meaning of 'positivism' 

in recent usage is "part of a general and difficult argument 

about empiricism and scientific method". He explains that today 

the term positivism is mainly used by opponents of "the concept 

of 'observable facts', in its common limitation to facts subject 

to physical measurement or repeatable and verifiable 

measurement". (p201) (Emphasis in the original. ) 

In a sociological context, Hammersley and Atkinson (1983) in 

outlining the major tenets of positivism, state that - 

"epistemological and/or ontological priority is given to 
phenomena that are directly observable; any appeal to 
intangibles runs the risk of being dismissed as metaphysical 
nonsense. " (p4) 
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In this connection, Durkheim's (1966) statement that "Social 

phenomena are things and ought to be treated as things" (p27) is 

often cited. 

The alternative tradition differs radically in two ways 

relevant to this project. First, it tends to argue that, though 

there may be a knowable world existing independently of our 

conceptual framework, it is only through our inter-subjective 

understandings that it is apprehended and acted upon. Second, 

that different people (and societies) constitute, and thereby 

understand, their world in different ways both between societies 

and through time. These points spawn two important further ones. 

The first is that, for sociology, the study of the ways in 

which people give significance to particular aspects of their 

social environments should be of paramount interest. Second, 

that researchers cannot, in the last analysis, avoid 

participation in the situation under study. Their accounts are 

always from particular perspectives - albeit ones that they 

attempt to control and monitor. 

From this perspective it is necessary to answer Durkheim by 

saying that what constitutes a 'thing' is itself determined by 

the selective priorities - the frame of reference - of 

particular people in particular social settings. What 

constitutes 'a thing' is a product, at least largely, of what 

goes on in people's heads - their ways of seeing. Thus Webers, 

and more recently, Schutzs, have been prominent in insisting 

that the study of social phenomena must take account, not only 

of observable behaviour and events, but of the subjective 

understandings of the people that give such phenomena their 
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essentially human and social levels of existence. 

Schutz states as follows - 

"The world of nature as explored by the natural scientist, 
does not 'mean' anything to the molecules, atoms and 
electrons therein. The observational field of the social 
scientist, however, namely the social reality, has a specific 
meaning and relevance structure for the human beings living, 
acting and thinking therein. By a series of common-sense 
constructs they have pre-selected and pre-interpreted this 
world which they experience as the reality of their daily 
lives. " (Wagner 1970, pp272-273) 

While the two traditions within sociology are rarely 

described as totally discrete, their differences are significant 

and it is the perspective which insists that the experience and 

understandings of the people under study are the proper concern 

of sociology that offers the most fruitful emphasis for this 

enquiry. 

To study - in some 'objective' or 'detached' sense - the 

behaviour of visitors to an art gallery, for example, 

independently of their purposes and subjective experiences would 

tell us little of use to this project. It is the purposes and 

experiences of the people using the art gallery that are of 

interest here and it is such purposes and experiences which are 

the object of study in interpretative sociology. 

The selective priorities that shape our experiences of the 

world are very largely given to us socially. They are not 

invented by each of us as individuals. We are taught how to 

define our reality and how to negotiate it in terms of the 

values and goals thought meaningful within our social group. 

Different social groups, confronted with different life 

circumstances, develop distinctive social realities. 
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As Berger and Luckmann (1967) have said - 

"Everyday life presents itself as a reality interpreted by 
men and subjectively meaningful to them as a coherent world. 
As sociologists we take this reality as the object of our 
analysis. Within the frame of reference of sociology as an 
empirical science it is possible to take this reality as 
given, to take as data particular phenomena arising within 
it, without further enquiring about the foundations of this 
reality, which is a philosophical task. " (p33) 

It is fundamental to this project that such realities and the, 

selective priorities and values which are inherent to them can 

be shared by others - 'foreigners' to the particular cultural 

situation - in a similar way, in principle, to that in which 

they are transmitted and shared within the culture under study. 

As Bruyn (1966) has argued, one assumption underlying the 

'human perspective' in sociology is that people can communicate 

meanings to each other and that, although this communication may 

not be exact, there is enough probability that the meanings can 

be close enough for a researcher to act methodologically. To 

meet the aims of research concerned principally with the 

interpretation of social and cultural life, Bruyn recommends the 

methodology of participant observation. 

Participant Observation (sometimes called 'ethnography') is 

hardly a single method but is more a research orientation which 

brings a range of different techniques to bear according to the 

kind of information sought. However, it is characterised by the 

use of relatively unstructured methods and by the interaction in 

the social setting of the researcher with the subjects under 

study (McCall and Simmons 1969). 
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Participant Observation is sometimes used almost as a synonym 

for Field Research. Babbie (1979) says he uses - 

"... the term field research rather than the frequently used 
term participant observation, since field researchers need 
not always participate in what they are studying, though they 
usually will study it directly at the scene of the action. " 
(p209) (Emphasis in the original. ) 

Junker (1960) discusses four roles that field workers may 

adopt: 

1. Complete participant. 

2. Participant as observer. 

3. Observer as participant. 

4. Complete observer. 

Junker compares the Complete Participant to a spy - an 

infiltrant, fully engaged in the activities of the group under 

study. He sees the Participant as Observer as a field worker who 

participates fully in the life of the group under study but 

openly declares his or her role as observer. The Observer as 

Participant is principally an observer but inevitably involved 

and influencing events by his or her presence. Finally, the 

Complete Observer is defined as wholly an observer without 

participation. Junker considers this to be virtually impossible 

except, perhaps, when hidden behind a one-way mirror with a 

camera and a tape recorder. 

Babbie (1979) enlarges on the role of the Observer as 

Participant as - 

"... one who identifies himself or herself as a researcher and 
interacts with the participants in the social process but 
makes no pretence of actually being a participant. A good 
example of that would be a newspaper reporter who is learning 
about a social movement, for instance, the unionisation of 
migrant farm workers. The reporter might interview leaders 
and also visit workers where they live, watch strawberry 
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picking, go with an injured worker to the hospital, and so 
on. " (p210) 

Gold (1958) says of the Observer as Participant - 

"The observer as participant role is used in studies 
involving one-visit interviews. It calls for relatively more 
formal observation than either informal observation or 
participation of any kind. It also entails less risk of 
'going native' than either the complete participant role or 
the participant as observer role. However, because the 
observer as participant's contact with an informant is so 
brief and perhaps superficial, he is more likely than the 
other two to misunderstand the informant and to be 
misunderstood by them. " (pp217-223) 

These last two statements describe roles which are similar to 

that of the researcher in this project - in entering people's 

homes to explore, in the setting, the way they use objects 

hanging on their walls. 

One characteristic of this research (and of participant 

observation generally) is that it has been relatively 

'hypothesis free' or, perhaps more accurately, hypotheses 

(theories) have emerged from the data. The emphasis on a 

'hypothesis free' approach is partly based on the desire of 

ethnographers to perceive the cultural setting freshly - from / 

the perspective of the people in the setting - and without i 

predetermined biases7. 

This ambition is tempered by those who draw attention to the 

essentially reflexive nature of ethnographic research (eg Willis 

1976). Hammersley and Atkinson (1983) emphasise that, "we are 

part of the social world we study" (p14). As already stated 

here, the researcher inevitably influences the data and there 

can be no 'pure' or 'neutral' account of any phenomenon - 

cultural or physical. Indeed, it is the insistence that any 

'reality' is constructed by the frame of reference of the 
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percipient that characterises qualitative research 

methodologies. Morris's statement; "Objects do not simply have 

meaning in themselves, they have meaning for someone", is as 

true for researchers as for anyone else. As Willis (1976) says, 

to deny this is to make a pact with positivism. 

Two methodological implications of this are that the 

researcher should understand and give an account of his or her 

own perspective/frame of reference, on the one hand, and record 

his or her apparent influence on the setting on the other. 

Indeed, Hammersley and Atkinson (1983) argue that the influence 

of the researcher on the setting should be viewed positively 

and, 'exploited for all it's worth' (p18) in that it enables the 

researcher to observe the responses of subjects to different 

situations created by the researcher's interventions. 

The fine art perspective of the researcher in this project 

has already been discussed in Chapter 1. A statement has also 

been given there of assumptions which will have shaped 

interpretations made in the settings. The researcher's influence 

on the settings will be considered in relation to the following 

outline of how the work was done, and is also reported at 

relevant points in the larger account. 
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runnTFn 7 

How It Was Done: Scope and Methods 

The Households Studied 

The work consists of a comparative study of households 

sampled from the general public and the fine art community. 

Because of the comparative dimension and the different criteria 

employed in arriving at the fine art sample, the fine art and 

the 'non-fine art' samples will be discussed separately here. 

The Non-Fine Art Samples: Areas 1 to 4 

The 'non-fine art' samples were based on types of housing in 

the expectation that kinds of housing, and circumstances of 

occupancy, were significant indicators of differences in other 

socio-economic circumstances and ways of life. 

Four areas of Newcastle-upon-Tyne were identified. These 

consisted of adjacent streets of consistent kinds of housing: 

AREA 1 Pre-1919 terraced 'artisan' flats. Low cost rented 

accommodation. 

AREA 2A new council estate. Low cost rented accommodation. 

AREA 3 Private houses valued (in 1979) at £15,000-£25/30,000. 

AREA 4 Private houses valued (in 1979) at over C35,000. 

A random sample of 15 households was taken from each Area. In 

each of Areas 2 and 3 an additional household was studied by 

invitation. These households are discussed in the report but 

excluded from any numerical data provided. 

Advice from the Management Services Department in the Civic 

Centre, Newcastle-upon-Tyne helped in identifying streets 

constituting Areas 1 and 2. Advice from estate agents helped in 

identifying streets constituting Areas 3 and 4. It should be 
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noted that the streets originally included in Area 1 were 

subject to substantial demolition during the period of the work. 

For this reason two similar streets were added. These were 

selected with further advice from the Civic Centre on the likely 

similarity of the population. 

In this report the names of streets and districts are omitted 

in the interests of confidentiality. 

The Fine Art Sample 

The importance of studying the fine art community itself 

emerged after the completion of the Pilot Survey1. 

From the outset the project was based on the assumption, 

supported by the research to which reference has already been 

made, that the ways in which the fine art community use and 

understand visual images tend to be different from those 

existing in the rest of society. 

The work contained an implicit comparative dimension in its 

concern to relate the practices and values common to the 

professional fine art community to those of people outside it. 

It was realised, therefore, that it would be inadequate to 

assume the fine art community's way of using visual images to be 

known. This was particularly so since like had to be compared to 

like. The study of Areas 1 to 4 was a study of the domestic use 

of things hanging on walls. Even If the fine art community's use 

of visual images could justifiably be said to be known to the 

researcher, this knowledge was of the way images were used in a 

professional (public) context. It could not be assumed that 

these attitudes would hold in the personal domestic environment. 

This was information that had to be collected using the same 
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techniques as those employed in the other samples studied. 

Having made this decision there remained the problem of how 

to sample the local fine art community. Although it can be seen 

to be made up of artists, art historians, critics, Northern Arts 

Officers, gallery curators and teachers of fine art, it is 

obviously not a clearly defined population. Rather, it is a 

self-defining collectivity. 

It was finally decided that the Northern Arts Visual Art 

Panel itself constituted an excellent sample. The Panel was 

about the right size (12). and deliberately constructed to 

include a representative cross-section of categories of fine art 

professionals. Also, using the members of the Panel as the Fine 

Art Sample gave a high level of assurance that the people 

included had validity and recognition in the eyes of the 

professional community. 

This measure of assurance that the people studied were 

entitled to speak on behalf of the fine art community (an 

entitlement acknowledged by the community itself) was an 

important factor (Becker 1982). 

It transpired that one of the twelve members of the Panel was 

temporarily 'between homes' at the time that this part of the 

work was undertaken. The size of this group was, therefore, 

reduced to eleven. 

What Objects Were Observed 

Realistic limitations had to be put on what was under 

observation. To study all objects - two and three-dimensional - 

that might have relevance to the 'art' perspective of the 

project would be to spread the net too widely. It was contrary 
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to the purpose of the work to apply predetermined definitions of 

what might or might not be an 'art like' object. At first it was 

decided that two-dimensional objects only would be observed. 

This followed the traditional fine art distinction between two 

and three-dimensional areas of practice. In effect, the 

assumption was that pictures would be the focus. "However, it was 

recognised that it would be inappropriate to predetermine the 

definition of a picture so it was decided that all objects 

hanging on walls would be observed and photographed. 

The objects under scrutiny are those located in their 

settings more or less as fine art objects would be, although 

they might not always qualify as 'art' either under the 

conventional canons of the contemporary art world, or in terms 

of the attitudes of the people who use them. The qualifying 

criterion for an object being included was that it hung on the 

wall. All such objects were discussed and photographed. Whether 

or not the objects are thought of by their owners as 'art' has 

been one important question asked in the work. 

From the start, then, the project had an orientation towards 

'pictures' - two-dimensional images as distinct from 

'sculptures' - reflected in the concentration on things hanging 

on walls. A study centred on free-standing three-dimensional 

objects would be another, and valuable, undertaking. The 

orientation towards pictures is also reflected in the 

terminology of 'pictures' and 'images' used throughout this 

thesis. However, if it is acceptable to think of wall hanging 

sculptures as three-dimensional 'images' or 'pictures' (not 

necessarily denoting a depiction), then this does not seem to 
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present a large problem. Objects hanging on walls which were 

sufficiently three-dimensional to suggest that they might be 

termed 'sculpture' in the fine art world are discussed under 

'low reliefs' in each part of the account. 

An eye was kept open for free-standing objects and, for the 

record, 'sculptures' as they would be understood in the fine art 

world were rarely observed outside the homes of members of the 

fine art community. But non-functional three-dimensional objects 

- including those that might be referred to as 'ornaments' in 

the art world - were very common and can be seen as constituting 

an active use of 'sculpture'. A study of these within a non- 

evaluative frame of reference would offer a rich potential. 

Only 'public' spaces in houses were included, eg halls, 

living rooms, lounges, dining rooms, kitchens, because it was 

felt unlikely that access would be offered to other spaces in 

all cases. (When such offers were made they were accepted but 

not documented as part of the survey. ) Observations were made of 

attitudes to rooms, furnishings, etc but photographs of whole 

interiors were not generally taken because of the added 

'security threat' that this involved. 

It should be noted in passing that since only the 'public' 

spaces were studied the findings tend to reflect the decisions 

and values of the dominant and adult members of the household 

who controlled these spaces. 

Informal Interviews 

An informal interview method was used. Written notes were 

taken in all cases. In most cases interviews were also tape 
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recorded. 

The objects on the walls provided the framework for the 

progression of the interviews. In relation to each object the 

essential themes explored were - What is it? How did it come to 

be here? Why is it liked? The original framework, which 

presupposed the relevance of these questions, was based on fine 

art preoccupations. Thus, "What is it? " was assumed to involve 

discussions of who made 'the work' and how it was made. "Why is 

it liked? " (assumed to be an 'obviously' relevant question) 

proved to contain an unwarranted assumption in that some objects 

were not 'liked' but were hung out of various kinds of 

obligation. 

However, as a grasp of the implications of the issues became 

more sophisticated, these three themes - treated as broad areas 

of exploration and not 'set questions' on a questionnaire - 

proved to be useful in practice, and an appropriate basis for 

the discussion of objects. 

The discussion was conducted in direct reference to each 

object in turn (usually working clock-wise and systematically 

around the room) and as far as possible the three areas of 

discussion took place in relation to each. Since people did not 

know my framework, and the purpose was to engender an in-depth 

discussion, these aspects of the objects often emerged in 

unpredictable order and flow - depending on the degree of 

relaxed talkativeness displayed by individuals. Often people 

would lead the discussion ahead to other objects (and even to 

other rooms) as they became relevant in terms of their 

preoccupations and priorities, so that a simple ordered 
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progression around each room was not always followed. 

When all the objects had been discussed in this way three 

questions/issues of a more general nature were raised - Could 

you say which of the objects you have shown me are the most 

important to you, and why? Would you describe any of the 

objects you've shown me as art? Why? Do you visit art galleries 

and museums? 

These questions were habitually asked as written above - 

although between each there was always lengthy and unstructured 

discussion. Most often these were the issues that produced the 

most elaborated responses. This was no doubt partly because some 

rapport had been established during the discussion of the 

objects individually. 

Information was also collected on the ages, education and 

occupation of subjects. 

In the light of the Pilot Survey which showed that many 

objects were received as gifts, the practice of gift giving was 

also explored in the rest of the interviews. 

Following the Pilot Survey information was also collected on 

the fathers' occupations of people interviewed as an indication 

of social mobility. 

The Analysis and the Report 

A first step was to gain a grasp of what kinds of objects 

were where. The earlier discussion here acknowledges the 

variability, through subjective interpretation, of what objects 

are. There is no claim to detached 'objectivity' here. Bearing 

in mind the fine art perspective of the work, the initial 

classification and description of the objects has been 
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unashamedly based on the researcher's frame of reference as a 

fine art observer. 

There are two main justifications for this approach. First, 

as already stated in Part I. recent debates in the fine art 

world have made assumptions about the pictures that 'other 

people' are supposed to enjoy with virtually no knowledge of 

what was being referred to. This account contributes to such 

knowledge In the terms of the fine art world. 

Second, it is useful to describe the 'foreign' terrain in 

familiar terms as a part of the larger attempt to make it 

meaningful through new frames of reference - those of the 

'native inhabitants'. To stretch the anthropological allusion, 

we are visiting a terrain which is more or less untravelled by 

members of the fine art community. A report bluntly using the 

language and categories of the inhabitants of this strange 

terrain would be unintelligible. It would be to 'go native'. The 

approach adopted here is based on a view of the ethnographer as 

inevitably a mediator - an interpreter - who attempts to 

translate foreign artifacts, values and practices into the 

language and meanings of another culture. Inevitably something 

is lost in this, as in any translation. 

In the words of Basso and Selby (1976) the 'ethnographer's 

theory' is a 'representation of representations' (p4). An 

initial step in the process of providing such a representation 

in this project is an account of the objects in the terminology 

of the audience to which the account is addressed. 

Having established what objects are where in fine art terms 

there follows the more difficult process of revisiting them 
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within the frame of reference of their owners. This has involved 

a different kind of analytical procedure. The attempt has been 

made to understand and see the objects as their owners use and 

see them. Theories towards this have emerged from the data 

collection. Ideas and interpretations have been suggested in the 

process of doing the survey. There has not been a clear 

consecutive procedure - collection of data followed by analysis. 

(In this study it should be noted that 'data' is visual as well 

as verbal. ) The process of analysis has been a continuing part 

of the collection of the data and a progressive influence on the 

way in which data has been collected. This process, commended by 

Glaser and Strauss (1976), is characteristic of ethnography 

(Hammersley and Atkinson 1983). i 

50. 



ruAPTRU I 

Method of Introduction 

Areas 1 to 4 

The research involved a considerable invasion into the 

privacy and security of people's homes and lives. While the 

enquiry called for as much informality as possible it was 

considered that access was unlikely to be given without prior 

reassuring signals of 'legitimacy'. It was, therefore, decided 

that each household should receive a letter, on Polytechnic 

Faculty of Art & Design notepaper, which announced that I was 

making a study of the kinds of pictures and images that people 

hung on their walls and would be calling in the near future to 

make an appointment to discuss with the occupants the things 

they had on their walls. 

The letter was designed to achieve two principal things. 

First, for better or worse, it introduced me as an academic in 

the sphere of art and design and signalled the enquiry as a 

piece of scholarly research. Second, it delayed the threat of 

intrusion by stating that on my arrival I would like to make an 

appointment rather than expect to enter. (A copy of the letters 

used for the Pilot Survey and following the Pilot Survey are 

presented as Appendices XI and XII. ) 

It was hoped that this conveyed that there was an opportunity 

to 'inspect' me before agreeing to the interview. Since the 

letter gave the address of The Polytechnic it also provided the 

opportunity for the legitimacy of the sender to be checked 

easily. 

Despite these reassuring signals in the initial approach 
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there was still suspicion in some cases. The Polytechnic was 

twice telephoned and two letters of refusal (one on grounds of 

invasion of privacy) were received in reply to the original 

letter. Interestingly, these relatively rare responses all came 

from Areas 3 and 4 and can reasonably be understood as 

reflecting a greater experience and confidence in dealing with 

such organisations as academic institutions. 

The participation rate was as follows, expressed as the 

number of addresses tried to achieve the 15 interviews: 

Area 1: 27 addresses were tried 

Area 2: 20 addresses 

Area 3: 20 addresses 

Area 4: 24 addresses 

In Areas 1 and 2 people tended to assume that the purpose of 

the survey must be to find valuable or special pictures - these 

qualities being associated with 'art'. Even people who agreed to 

participate would sometimes say that they had nothing 'special' 

to show. Assertions from me that the purpose was merely to see 

what was there tended to carry little weight. Refusals in these 

Areas were sometimes said to be because the house contained no 

pictures - or, even, nothing at all on the walls. Standing on 

the doorstep it was usually possible to see into the houses and 

in most cases objects hanging on the walls were visible. No 

doubt this denial was sometimes a means of politely saying 'No'. 

However, several people who agreed to be interviewed said that 

they had no pictures and then discovered, during the 

discussions, that they actually did. It seemed that, in Areas 1 

and 2, the objects hanging on the walls were not always an 
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active preoccupation. But, more significantly as we shall see, 

they tended not to think of their possessions as being 'art' and 

would, therefore, reasonably assume them to be of no Interest to 

a visitor from the art world. 

It might have been sensitivity on my part but the security 

aspect of the situation never seemed far away - and this seemed 

increasingly so over the period of years covered by the field 

work. One big man in Area 1, in the middle of a very good- 

natured conversation, made reference to a reproduction (but 

perfectly lethal) battle axe on his wall. "If we get an 

intruder, " he laughed, "he'll get that over his skull. " There 

was a momentary pause. Further laughter seemed the most 

appropriate response. My field notes read, "This did not seem to 

be a serious reason for having the object - although it might 

have had a message in it for me... " 

The chief cause of the higher number of refusals in Areas 1 

and 4 was almost certainly the anxiety of householders over the 

security of their homes. In Area 1 this would be principally 

associated with the fact that it was largely an elderly 

population; in Area 4 with the fact that the houses obviously 

contained many valuables. In this Area the refusals increased 

over the period of the research. In the summer of 1979, at the 

Pilot Survey stage, interviews were more easily obtained in Area 

4 than in the other Areas. Indeed, people in that Area seemed 

eager to show their possessions. But by 1982 and 3 the climate 

had changed and people were more circumspect. Even those who 

accepted were tentative and openly expressed concern about 

burglaries. 
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In Area 4 refusals were usually polite and sometimes 

conciliatory. One man said, "I've given it careful thought and I 

would be prepared to talk about what I would like to have on my 

walls but not to discuss what is actually there. " 

Another man was anxious to convince me that his refusal was 

well-intentioned. "It's all about privacy, " he said. "I hope you 

won't take it personally. I am very interested in art. " 

The porch at which we stood was at the end of a long gravel 

drive with a central circular flower bed acting as a turning 

circle for vehicles. Large trees hid the house and garden from 

the road. 

The Fine Art Sample 

The approach to the fine art sample was initially by letter 

(see Appendix XIII) and then by telephone in all cases. Initial 

clearance and support for the idea of asking the members of the 

Northern Arts Visual Art Panel to participate was obtained from 

the Visual Arts Officer. 

All members of the Panel agreed to participate. (One who was 

between homes and whose possessions were in packing cases could 

not be included. ) Since they were all familiar with recent 

debates in the fine art arena it could be expected that the 

significance and implications of the project would be known to 

them. 

Perceptions of the Researcher 

The way in which I was perceived would obviously have an 

impact on the responses of those I met (Goffman 1959). The mode 

of introduction described was an important part of this. 

How I was perceived inevitably varied from one context to 
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another and where appropriate this is commented upon in the 

Report. 

Areas 1 to 4 

In Areas 3 and 4, most people had some understanding of the 

general purposes of such research and were relatively relaxed in 

the knowledge of the constraints that normally applied. They 

knew roughly what a 'random sample' meant, that confidentiality 

would obtain, and that my curiosity was 'impersonal' and not 

directed at them as specific individuals. 

By contrast, people in Areas 1 and 2 had little insight into 

the technical and ethical aspects of research procedures. They 

were nevertheless usually very concerned to be helpful and often 

sympathised with me in what they saw as a difficult job. The 

sympathy seemed akin to that sometimes extended in Areas 1 and 2 

to door-to-door salesmen. (Inexpensive items - sometimes to hang 

on walls - were occasionally bought rather than send the 

salesman away with nothing. ) It could be a misreading but this 

sympathy in Areas 1 and 2 also seemed to imply that I was having 

to do this job rather than doing it from choice. In that spirit, 

homes considered by the occupants to be of no possible interest 

to me were offered for inspection 'just to help out'. There was 

an implication of complicity with me 'against' some higher and 

unidentified authority. 

It was generally believed that I was an authority on art, and 

in Areas 3 and 4 in particular, I was often asked to pass 

opinion as 'an expert' on particular pictures. This sometimes 

presented a methodological problem. On the one hand the central 

purposes of the work required that I minimise my influence on 
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the setting, and on the other the unstated inter-personal 

contract underlying the interview demanded that I should 

participate and offer as much to the situation as the people 

being interviewed. 

There is a limit to the extent that one can expect a person 

to answer questions of a personal nature when, in exchange, one 

retains a reserved and non-commital stance. In simply practical 

terms such a situation can be counter-productive to the 

research, quite apart from the moral issues involved. There was 

no simple answer to this that was applicable in all situations. 

In practice, the problem was tackled through a 'feeling' for the 

particular context. Sometimes requests for evaluative judgements 

on a picture, for example, would be good-naturedly postponed 

with a promise that an opinion would be given at the end of the 

interview. At other times a reading of the situation would 

suggest that such deferment would damage rapport and that some 

more immediate response was required. In these cases an honest 

response would be given but one which minimised judgement and 

attempted to lead the conversation over to other matters. 

However, there were occasions, which are enlarged upon in the 

text, when this resulted in terminology and ideas being 

introduced by me which were then apparently picked up by the 

respondents. On one occasion in Area 2, for example, I used the 

word 'ceramic' in relation to an object which had previously 

been referred to as 'china'. Subsequently the respondent used 

the word 'ceramic'. 
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As already stated, such events are indicative in their own 

right and can sometimes be very illuminating. 

In so far as I entered people's homes as a stranger, the 

relationship was inevitably relatively formal. However, the 

interaction was usually lengthy - anything up to 2/ hours 

depending on circumstances and the interests of particular 

people. Within the limitations of the single visit (sometimes 

more than one visit took place) the exchange was as informal as 

possible. Participants were often very hospitable and, when all 

the objects had been discussed (and sometimes before) many 

people got out drinks and encouraged a longer discussion, 

pursuing themes that had arisen during the interview. While 

there was the occasional door-step rebuff, the dominant response 

in all Areas was one of considerable warmth and kindness. 

In almost every case the people interviewed became Interested 

in the central concerns under discussion - in effect their own 

lives - even though their initial reactions may have been less 

positive. A high degree of trust was often established and 

people brought out personal effects and memorabilia which 

related to the broader discussion of their lives generated by 

talking about the pictures and objects. 

The Fine Art Sample 

In the fine art households I was obviously perceived very 

differently and this was the subject of some prior thought 

concerning the method being used. I was known professionally to 

all the members of the Northern Arts Visual Art Panel - although 

I had not met them all, and was not a close friend of any of 

them. Since this was my own professional group there were clear 
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problems of 'bracketing out' existing sets and attitudes. 

The possibility was considered of another more 'neutral' 

person undertaking this part of the work. But, apart from the 

prohibitive cost involved, it was decided that the losses to the 

project would be greater than the gains if that device were 

adopted. 

Despite the reservations already mentioned there were 

advantages in doing this part of the work myself. First, it was 

very important that the same person should make the observations 

in this situation as had made them elsewhere. The interpretative 

nature of the work meant that relevant leads had to be 

recognised and followed up on the spot. Without being familiar 

with the development of the work in the other Areas it would be 

impossible to recognise such leads. (The dangers of constructing 

a self-fulfilling prophecy were, of course, to be kept in mind - 

throughout the work and not only in the Fine Art Sample. ) 

Second, by maintaining myself as a common factor, it is 

certain that all responses were made to the same personality - 

albeit one that was perceived in differing ways. 

Third, the research report is intended for the attention of 

the fine art community. Bearing in mind the prevalent notion in 

the fine art world that it is isolated and misunderstood, it is 

of value that the person who studies and reports on that 

community should be seen by them as having some understanding of 

their perspective. For these reasons it was considered that 

there was no alternative but that I should undertake this part 

of the work and that, on balance, there were positive 

advantages. 
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It seems accurate to say that I was perceived by people I 

interviewed as a professional colleague undertaking an 

interesting piece of research, the results of which they might 

look forward to reading. Even allowing for the assurances that 

names would not be used In any report, it can be assumed that 

participants conveyed their attitudes to me in ways which they 

were prepared to have known by their colleagues. I do not mean 

to imply by this any 'undue' fabrication. All the people in all 

parts of the Survey can be expected to have presented themselves 

in ways with which they felt comfortable. 

It should be said that in all cases in the Fine Art Sample I 

was received hospitably and with great consideration. 

A Note on the Use of Titles and Names 

In the account of the research people have been addressed in 

various ways. Sometimes Christian names are used, sometimes 

formal titles - Mr and Mrs. Sir and Lady. These differences 

relate to those that obtained in the interview situations and 

have been retained here to give some feeling for the degree of 

informality achieved and for the people I met. In fact, where 

formal titles are used in the text, names and titles were not 

used in the interviews at all. In other words, I did not refer 

to Mr A as Mr A when talking to him. I used no name at all - 

usually having been given none at the start. At the end of the 

interview, when the situation was more relaxed, I 'formally' 

collected names. By contrast, where Christian names are used, 

they were volunteered to me at some point during the interview 

(or I felt comfortable enough to pick them up) and were actually 

used in the interview, though not, necessarily, from start to 

59. 



finish. 

In the interests of confidentiality all names of people 

interviewed have been changed. 
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PART III 

THE AREAS AND THE PEOPLE ENCOUNTERED 
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PART III 

THE AREAS AND THE PEOPLE ENCOUNTERED 

Introduction 

Having said why and how the work was done, the rest of this 

thesis deals with the work itself. The presentation will include 

'isolated' pieces of description and interviews which will be 

juxtaposed, without comment, with the main flow of the text. 

This is a part of the attempt to convey as vividly as possible 

the character of the settings as well as the feeling for my 

encounters with the people in them. 

These 'inserts' are free from explanatory comment but it is 

hoped that they are informed by, and inform, the main body of 

the text. Sometimes interpretations in these passages might be 

based on data not yet encountered at that point in the 

narrative. It is hoped that they might provide clues to the 

reader - engendering some of the excitement of the process of 

the research itself - and also repay return visits when further 

reading has enriched their potential significances. 

It is hoped that the insights are cumulative. 

Area 1 

The streets surveyed in Area 1 were in the inner city. They 

consisted of long, straight red-brick Victorian terraces. In 

some streets the houses had shallow bay windows and very small 

patches of garden in front. In other streets the houses were 

flat-fronted. In all cases the front doors opened directly onto 

the pavement or a few paces from it in those streets with small 

gardens. There was no vista. 
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The terraces stood in parallel rows, the brick-walled back 

yards sharing common alleys. There were no trees. In the rows of 

flat-fronted terraces there was no sign of vegetation. There was 

a compact uniformity. 

The Area was in a transitional stage. Some of the houses were 

owned by the local authority, either for demolition or, in some 

cases, to re-house local elderly people whose homes were being 

demolished or were considered unsuitable. The houses varied in 

extremes of external appearance from apparently empty, boarded- 

up properties, to studiously repaired and decorated facades. 

Some of the latter had clean white flowery-patterned lace 

curtains which fronted directly onto the pavement. Some of these 

improvements included putting in new 'mock Georgian' doors of 

light stained wood with clean brass knockers. These were out of 

character with the buildings. By contrast, -many houses were 

dilapidated with uncared-for windows and shabby curtains. 

Two small corner shops gave the area a village feeling. There 

was a lot of litter, mostly paper - but in ... Street half a 

broom lay in the road one day, unattended among other bits of 

discarded stuff. 

The homes surveyed in Area 1 were all flats. 'Traditional 

Tyneside flats' they were known as at the Civic Centre. The 

terraces were regularly punctuated with pairs of front doors and 

drain pipes emptying onto the pavement. One door of each pair 

served the first floor flat, the other the ground floor. This 

arrangement resulted in very narrow interior passages or 

'halls'. To the first floor the stairs were almost immediate and 

filled the whole width of the passage. Small fanlights over the 
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doors provided the only daylight. 

There was space for the gas and electricity meters - usually 

unconcealed on the wall - and sometimes for coat hooks, but 

little else. Because there were no stairs the passages to the 

ground floor flats had a greater feeling of space. But the walls 

were occupied with doors to the bedrooms and living room, 

leaving little wall space for hanging things. 

The downstairs flats had three rooms in addition to the 

kitchen. The first floor had four. None of these homes was 

originally built with inside toilets or bathrooms. The bath was 

under the sink in the kitchen. In some cases one room had now 

been converted into a bathroom/toilet, but not in all cases. 

Rent was about C5 a week for a ground floor flat in 1979. 

One room approximately 4x4 metres in size acted for all 

purposes except for those associated with the kitchen, 

bathroom/toilet and bedroom. There was no separate dining room. 

The living room was usually dominated by a central fireplace. 

The chimney breast created a small recess on each side. The 

fireplace and its recesses appeared to provide a framework for 

much of the life in the room. Not only did things hanging on 

walls relate to the architectural structure but the positioning 

of armchairs was related to the fireplace and the alcoves. One 

chair on each side of the fireplace was associated with each 

alcove and the objects in the alcove and on each end of the 

mantlepiece related to the life of the usual occupant of each 

chair. Occasionally one alcove was filled with a floor-to- 

ceiling cupboard. 
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A television set was usually present and was often kept on 

throughout the interview. The sound, though sometimes lowered in 

recognition of my presence, was not usually turned off, even 

when no-one else in the room was watching or listening. I was 

never sure if this was a signal to me that my presence was 

understood to be temporary or if the sound of the television was 

being used as an obstacle to eavesdropping neighbours. It may 

have been neither. Occasionally I was aware of noises from other 

flats indicating that sound insulation was poor and several 

times neighbours called while the interview was in progress. 

Whether or not this was out of curiosity it was not possible for 

me to tell, although I felt that my movements in the Area were 

closely monitored by the local inhabitants. More than once I 

received no reply from houses that seemed to be occupied. 

During the day there were often people (usually women) on the 

doorsteps talking or just standing alone - apparently watching 

intently. 

All of this, and particularly the very proximity of the doors 

to the public pavement, was evidence of the communal nature of 

the situation. People were never far away. It was virtually 

impossible to step out of the house without encountering them. 

Even to sit inside was to hear the sounds of children playing in 

the street and to see people pass immediately outside the 

window. 

My first interview in Area 1 was in a ground floor flat. 

Approaching the address I was anxious about the possible 

difficulties of making the initial approach and gaining access. 
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By coincidence I arrived at the front door at the same time as 

the married couple who lived there. They were in their sixties 

and the husband was in a wheelchair. Their grandson, a boy in 

short trousers making a visit from his home in a nearby street, 

was helping to manoeuvre the wheelchair off the pavement, over 

the front doorstep into the narrow passage. I became involved in 

helping as a natural consequence of being there. The 

introductions were thus eased and I was soon installed with the 

three of them, plus a small and active dog, in the cream-walled 

living room. Fred had great difficulty in speaking but somehow 

transmitted goodwill. Nellie, a cheerful woman of slight build, 

exuded competence. 

The boy (about eight years old) switched on the colour 

television, knelt in front of it on the geometric patterned 

brown and orange carpet, leaving the adults to their business. 

Popeye's theme music permeated the room. As Nellie purposefully 

made herself comfortable on the blue and white stuffed sofa to 

hear what I was wanting of them. I was impressed by the kindness 

and trust with which a total stranger was received. This was to 

be experienced on many future occasions (in all Areas) but it 

was felt particularly with Nellie and Fred. Not only because 

they dispelled the anxieties of a first interview, but also 

because their own circumstances were obviously so difficult. 

That was not how Nellie saw it. Her remarks on their 

accommodation tell a lot. 

"We were very lucky, you know, to get this. . . because I would 
never have got a reconditioned house or another house of any 
description. It's just my husband's had four strokes you 
know, and we have a house with an indoor toilet and a proper 
bathroom, which we didn't have in the other house. I just had 
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a bath put in the back kitchen, you know, and a toilet down 
the yard which made things very very awkward. Having gone 
back and forwards for years and years for a house, finally we 
got one through my husband. Which, as I say, we've been lucky 
because we haven't had to leave the district at all... and 
we've been lucky to get a house that's the type I would have 
chosen if I had been moving because I like a big living room. 
And they've cut the bedroom in two to make a bathroom. Well, 
I mean, you just sleep in the bedroom don't you? You don't 
hold dances or anything, so I wasn't bothered about it being 
a small room. The thing that worried us, I had just bought a 
new white bedroom set, you know, and I was just wondering if 
I'd get them in, but we've managed. Changed it round a few 
times and we've got it now where it looks presentable. " 

After a few visits I noticed that the boarded-up houses were 

all on one side of two of the streets. It became apparent that 

the Council was planning to demolish these and replace them. 

I talked to Cedric who was 60 and married to Jane, aged 41. 

Cedric: We've been here 30 year in this house (pause). It's 
coming to an end I hope. 

C. P.: You're going to move are you? 

Cedric: Oh, it's compulsory purchase. We're having a new house. 

C. P.: You're pleased about that? 

Cedric: Oh aye. It's terrible this place. Falling down. She 
wants to decorate and I say, 'No, why waste money? ' 

C. P.: How long is it likely to be? 

Cedric: There's a load of them altered. Two doors from us 
they've boarded the windows up cos people's gone. And two doors 
that way there's somebody gone from the upstairs. And there's 
quite a few up the street. It's just getting somewhere where you 
want to be. 

C. P.: So the whole street's coming down is it? 

Jane: Oh no! I can't understand.. This lot's coming down but the 
other side of the road's staying up! 

In a summary of information from the 1981 Census published by 

the City of Newcastle-upon-Tyne (1983) the following items were 

headlined for the Ward in which ten houses included in the 
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sample were situated. 

"Amongst men aged 16-24 the rate of unemployment exceeds 30%. 
With female unemployment also considerably worse than average 
the overall rate of unemployment is 21% compared to the City 
figure of 14.5%. 
Clearly the economic circumstances of the Ward are amongst 
the worst in the City. " (pp70-71) 

"The percentage of seventeen-year-olds still in education is 
less than half the average and the fourth lowest in the 
City. " (pp70-71) 

"Almost one in five people live in households with more than 
one person per room compared with one in ten at the City 
level. " (pp70-71) 

The Census also showed that nearly three-quarters of workers 

in this Ward were in manual occupations in 1981 and that "only 

one in fifty residents have a qualification. " ('Qualifications' 

were said to mean 'degrees, professional and vocational'. ) 

The City also published the following socio-economic group 

profile of residents in employment in the Ward derived from the 

1981 Census (City of Newcastle-upon-Tyne: Undated). 

Professional and Managerial 5% 

Intermediate and Junior Non-Manual 22% 

Skilled Manual 29% 

Semi-Skilled 

Unskilled Manual 

27% 

16% 

These snippets of information apply to the Ward as a whole 

and not just the particular streets surveyed in this project. 

They are offered because they give an indication of the kind of 

district that the streets were in. The streets included in the 

Survey were some of the most deprived in the Ward. 

Because of the progress of demolition work, five interviews 

were obtained from a similar pair of streets not far away but in 
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another Ward. This Ward, as distinct from the streets studied, 

had a different employment profile (City of Newcastle-upon-Tyne: 

Undated). 

Professional and Managerial 12% 

Intermediate and Junior Non-Manual 34% 

Skilled Manual 20% 

Semi-Skilled 

Unskilled Manual 

23% 

10% 

The surrounding locality of the streets surveyed here was 

slightly less deprived than that of the first ten interviews. 

However, the Census showed overall unemployment (17%) to be 

above the City average and "almost double the City percentage of 

households without the use of a bath and/or inside toilet. But 

they still number only about 100 households and nearly all .. 's 

older properties are included in housing improvement schemes. " 

(City of Newcastle-upon-Tyne 1983 p76) The Census showed that a 

relatively high proportion of people (15%) had 'a qualification' 

- as already defined. This was reflected in the sample taken for 

this project which included the two 'anomalies' discussed below. 

The People Interviewed in Area 1 

Appendix VI lists the ages, education and occupations of the 

people living in the houses sampled in Area 1. Most of them were 

local people who had not moved far from their places of birth. 

Most of the households contained married couples. 

There are two noticeable anomalies. Both of them were 

encountered in the two additional streets added because of the 

progress of demolition in the original streets. One of these was 
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a flat let as student accommodation and occupied by a group of 

students. The interview was conducted with a post-graduate 

student at the University. This level of education was, in 

itself, unusual for the Area but the household was untypical for 

two more important reasons relevant to this Survey: 

1. It was not occupied by one coherent unit of people. Rooms 

were separately let with the living room, kitchen, etc 

being shared. 

2. The occupants had no long-term commitment to the 

accommodation or its contents. 

These factors found expression in two main forms: 

1. There was no 'coherent' responsibility for what went on 

the walls in the public spaces. 

2. No money was invested in the objects on the walls. All the 

objects were temporary - most were items cut from 

newspapers, postcards, etc. Nothing was framed. 

For these reasons the household has not been included in any 

of the numerical data provided. The contents of the household 

are discussed briefly in the text. 

The other unusual household in Area 1 was that occupied by a 

woman with a university degree. However, since she was a 'normal 

householder' in every other respect, her home has been included 

in numerical information along with all the rest. 

Apart from these cases none of the occupants of houses 

studied in Area 1 had any certificated education. Most of them 

left school at the earliest possible age. For the more elderly 

this was at 14 years. For younger people it was 16 years. 

All the men were manual workers - more or less skilled. The 
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women were similarly employed except for a bank clerk and an 

office worker - both of whom were relatively young. 

The ages of occupants (excluding the student flat) were as 

follows: 

Age Range Number of People 

Over 70 2 

60-69 years 12 

50-59 years 1 

40-49 years 2 

30-39 years 2 

20-29 years 3 

18-19 years 2 

TOTAL: 24 

Expressed another way: of the 14 households - 

8 were occupied by people over 60 

2 were occupied by people aged between 40 and 60 

4 were occupied by people under 31 

Area 2 

The households of Area 2 were in a new, inner city council 

estate which was still growing. The estate was largely rehousing 

those made homeless by the demolition of an area of Victorian 

terraced housing similar to Area 1. At the Civic Centre it was 

known as a development area. The original area (now under 

development) was one of the more famous working class districts 

of Newcastle around which much nostalgia has been woven. It had 

a reputation, no doubt somewhat romanticised, as a Geordie 
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community of warmth, good humour, rugged hard work, etc etc. It 

has received much attention from 'fine art' photographers and 

film makers. 

The new development is not a typical council estate 

architecturally. It is an attempt to recreate the communal 

intimacy of the original district and, at the same time, to 

break up the regularity of straight long rows as well as 

controlling the penetration of motor traffic. It has received 

wide attention as an architectural innovation. 

The scale of the buildings is relatively small, and there is 

considerable variety in the architecture of each. Yellow bricked 

dwellings interspersed with small trees and shrubberies are 

arranged in squares and pedestrian ways which in places, because 

of the small scale and irregularity, create even more of a sense 

of intimacy than in Area 1. Due to this arrangement such rooms 

as kitchens usually associated with the backs of houses 

sometimes have windows onto public walk-ways. As in Area 1, 

contact with others is an inevitable part of daily life here. 

In marked contrast to Area 1, there was some vegetation. 

Being relatively new it was not mature but its presence made a 

considerable impact. Most houses appeared to have a small garden 

at front or rear. 

Kids were out in numbers because of the summer holidays. I 

hardly recognised ..... Road since my visits at Easter time 

because the shrubs and semi-mature trees were now in full leaf. 

As I approached the house the front door - mostly glass - was 

open onto the small front garden (about 4 square metres? ). The 
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house was an end terrace. A large woman in her forties stood in 

the doorway and a small fair-haired boy (aged 5? ) was playing in 

the uncultivated garden which was bounded by low ranch-style 

planking. 

I gave the woman the introductory letter and suggested that 

she might like to open it right away. She took it inside. There 

was no porch. She was straight into the small dining area, 

separated from the kitchen by a work surface and open shelves. 

The dining area had pink distempered walls, probably as left by 

the builders. They were unusually bare but for two small objects 

-a calendar and a jotting pad from Boscombe, drawing-pinned to 

the plaster. 

She put the letter on the circular table, got her glasses, 

and opened it. I realised suddenly that she was apprehensive. 

"It's from me, " I explained lamely. "From the Polytechnic. " 

She read the letter through as if I hadn't spoken. 

"Alright, " she said purposefully at the same time as clearing 

washing off the table, indicating that she was ready to start 

straight away. 

I went to the car and collected the equipment. By the time 

I'd returned she'd put the kettle on. While we were talking over 

tea at the table, the boy - her son - played with a Lego 

catalogue and some comic books about space travel. 

There were no signs of the expenditure on furnishings common 

in the homes of other younger people visited in this Area. It 

was a one-parent family and money was obviously short. 

The interiors of the houses varied in layout. Most houses 
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included a kitchen, a dining area and a living room plus a small 

porch. Some appeared to have only one room which acted as both a 

dining and living room. Open-plan arrangements made the 

distinctions between rooms unclear. Kitchens with service bars 

ran into eating areas (there were no completely self-contained 

dining rooms as such) which in turn ran into living rooms. Open 

stairs usually descended into a room or across one end of a 

room, so that there were no 'halls'. Some front doors opened 

into very small porches, sometimes called 'passages', about 1 or 

1.2 metres square. These usually opened directly into dining 

areas. 

As recently built homes, all of them contained bathrooms and 

inside toilets. Some of the occupants were experiencing these 

facilities for the first time. Since the houses were centrally 

heated there were no fireplaces, chimney breasts, or associated 

recesses to create the framework for the arrangement and use of 

living rooms that existed in Area 1. This, coupled with the 

generally larger size, may have been significant in forcing 

residents to take initiatives in arranging furniture in ways 

that would not have been thought about in Area 1. The shapes of 

rooms also varied from house to house so that there were 

considerable variations in arrangements. 

For most of the younger people the decor of their homes was 

obviously very important. It was apparent that some had spent a 

lot of money in attempts to create contemporary 'sophisticated' 

effects. Lighting made a big contribution. The use of wall and 

side lighting marked off the younger people's homes. One house 

had a pebble-dashed low relief wallpaper in copper finish on one 
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dining area wall. The copper 'pebbles' were thrown up by 

dramatic wall lighting. Battle axes hung against the copper. 

Another dining area was lit by a low heavily-shaded light hung 

centrally over the table, reflected in a wall of screen-printed 

mirrors bearing Mucha images of women. Embossed and heavily 

flocked wallpapers, strong vertical stripes and pronounced 

patterns were common. There were no picture rails. Wallpapers 

went to the ceiling. Furniture was new and contemporary in 

style. 

Since these new homes contained a separate area for eating. 

the living room spaces tended to be less multi-purpose than in 

Area 1. Many of the day-to-day household functions in some homes 

centred on the dining area/kitchen combination of spaces which 

was treated in a relatively relaxed way. In these dining areas 

school photographs and other small objects were sometimes 

drawing-pinned informally to the walls and toys lay around. The 

living rooms were thus kept for the more 'luxurious' effects and 

were used for lounging in and watching TV. 

The younger people seemed content with their homes and the 

area they lived in, although they did not speak about it. Their 

satisfaction was indicated by a lack of reference to the subject 

rather than any enthusiastic statements. Some of the older 

people who had been re-housed at a late stage in their lives 

were more inclined to talk about the district and to be critical 

of their situations, often making adverse comparisons with their 

earlier homes. 
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Edith was 72 years old; a 'cleaning lady' in a local working 

men's club. When I called on her it was late on a September 

afternoon. The smell of cooking came from the kitchen where she 

was preparing the meal for her husband who was due home from 

work at the bus depot. Outside there were the sounds of kids 

playing. 

When the main part of the interview was over I busied myself 

taking photographs. A red velvet shield with plastic gold crest 

and crossed daggers hung on the living room wall; a gift from 

Edith's daughter who had received it as a gift from a friend who 

had been on holiday in Spain. Edith's daughter had not wanted 

knives hanging in the house where she had a little boy, so she 

had given them to her mother. It hung without apparent 

relationship to anything else. The only other object on the 

walls of the living room was a mirror. 

"Well. I've always had a mirror in the house, you know, " 

Edith had explained when we discussed it. And later, "I think a 

mirror's always what people had on the wall, you know, from 

generations there's always been a mirror. " 

As I moved about with the camera I asked Edith about the 

district before the new development. She warmed to the topic. 

Without getting up from the armchair she spoke with affection of 

her earlier home. 

"We had nice houses you know. I mean to say, we had a bath in 
the scullery - you know, top on it and everything - which was 
convenient. And it had four rooms and they were all lovely 
'cos we kept them nice. Now we had big pictures on the wall 
there, you know, we had to fill the walls up... With the big 
houses down there we had big pictures on - it was who had the 
nicest pictures. And nice big mirrors, I had a nice mirror 
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with brass round it, you know. I gave that to me daughter. 
I'm frightened of these walls to tell you the truth. They're 
hollow. Hollow inside. " 

Standing in the small entrance space to her house, I talked 

with a widow in her seventies about a mirror she had brought 

with her from her previous home. 

C. P.: So this did come from your other house? 

Mrs Y: At one time, you know, when you had a fireplace, you 
always had a looking glass on the top. But now... (laughter). 

C. P.: And that's where it was? 

Mrs Y: That's where it was. But it's got moved now you see. 
(Pause). No, it's all sentimental value, like, that's all. 

C. P.: Is it? How do you mean sentimental value? 

Mrs Y: Well, I bought it (the mirror)... I hadn't been married 
that long, you know, and we were buying bits and pieces, you 
see. And, of course, it meant something to you then. It was your 
home, you see. And, of course, we had a lot of pleasure out of 
it, like. Looking at it and calling wa selves through it sort of 
thing. And... 'cos when different ones used to put their hats on 
we used to say, '0h, you're beautiful' (laughter). But it sort 
of meant something to us. It was part of me. So it's got a place 
in the hall. 

C. P.: So when you moved did you think about the things you had 
on your walls like that and keep the ones that meant something? 

Mrs Y: Oh yes - well, it was sort of a heart-breaking job - 
moving. Because I went there as a bride you see, and I was there 
all them years, and the place... you got attached to it, you see. 
And then, of course, when we had to move, we had to move, you 
see. Of course, we've never taken any hurt through it like, you 
know. But I still like the old place. The houses are very nice - 
but they've wasted a lot of money on these green trees and 
things like that and the bairns won't leave them alone. And I 
think myself they could have done better with the money. 

C. P.: What, by leaving the old houses? 

Mrs Y: Renovating them. Because there was nothing really the 
matter with them. The only thing is they hadn't inside toilets 
or bathrooms. But there was the yards they could have built 
onto. And I think the streets were better than the way they are 
now. You can't tell anybody where to go to get into a street or 
anything like that. 
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It is interesting to compare the two negative reactions to 

new homes from elderly people in Area 2 to the pleasure that 

Nellie took in her new home in Area 1. There is the obvious 

difference that Nellie's invalid husband badly needed the 

amenities of a modernised home. But probably more significant is 

the fact that Nellie had moved to a renovated house of the same 

type and in the same district. As she said. "We've been lucky 

because we didn't have to leave the district at all. " 

The two women quoted here from Area 2 seem to be reacting 

against the changed environment - rather than the amenities 

provided by their new houses. 

The summary of 1981 Census information published by the City 

of Newcastle-upon-Tyne (1983 pp46-47) states that unemployment 

in this Ward was 17.1% which was higher than that for the City 

as a whole (14.5%). Male unemployment was 22%; 80% of men in 

this Ward worked in manual jobs (Newcastle-upon-Tyne: Undated). 

The Ward is identical to that of Area 1 in that only one person 

in fifty had a qualification. The Ward had the second lowest 

proportion in the City of professionals and managers among its 

residents after the Ward in which Area 1 was situated. Along 

with the Ward of Area 1 it had the lowest proportion of women 

working as professionals or managers - one in fifty. 
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Socio-economic Group of Residents in Employment (Newcastle- 

upon-Tyne: Undated) - 

Professional and Managerial 4% 

Intermediate and Junior Non-Manual 24% 

Skilled Manual 29% 

Semi-skilled 28% 

Unskilled Manual 14% 

The People Interviewed in Area 2 

Appendix VII gives the ages, education and occupations of the 

people in the Area 2 sample. As in Area 1, most of them were 

local people who had lived in the locality all their lives. Most 

of them were married couples. 

It can be seen that only three people in the 15 households 

had any certificated education and the most advanced of these 

was GCE 'A' level. 

Most of the men were in (or had been in) manual occupations, 

usually of a skilled or semi-skilled nature. One retired man 

described himself as having designed linoleum. My understanding 

was that this was in a factory floor role, in the process of 

making lino in a small business, rather than as a 'designer' 

per se. 

The women in employment were in manual or clerical work. None 

of them described themselves as unemployed. One woman (a widow) 

helped in her husband's local undertaker's business which made 

the household uncharacteristic in economic terms (since they 

were not wage-earners), although it was not unusual in terms of 

objects hanging on walls or in furnishings or other related 

matters. 
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The ages of occupants were as follows 

Age range Number of People 

Over 70 2 

60-69 years 4 

50-59 years 3 

40-49 years 6 

30-39 years 7 

20-29 years 5 

TOTAL: 27 

Of the 15 households - 

3 were occupied by people over 60 

1 was occupied by people in their fifties 

3 were occupied by people in their forties (one occupant was 

actually 50) 

4 were occupied by people in their thirties 

2 were occupied by people in their twenties 

1 was occupied by a married couple aged 44 and 65 

1 was occupied by a married couple aged 41 and 25 

It can be seen, then, that in terms of education and 

occupation the people in the households studied in Area 2 were 

similar to those in Area 1, but were housed in new council 

accommodation. 

Apart from the accommodation, one significant difference in 

the sample studied is that a higher proportion of younger 

people, and couples with young children, were encountered in 

Area 2. 
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Area 3 

Area 3 might be described as 'typical' suburbia. Situated on 

the edge of Newcastle, it consisted of semi-detached houses 

built between the wars and of a kind likely to be found on the 

edges of any city in England. 

In some streets the houses were linked together by their 

garages so that they were, in effect, in continuous rows. In 

others, the semi-detached pairs stood a little apart. Red tiled 

hipped roofs descended to each garage. Sometimes flat-roofed 

extensions had been built over the garages. The facade of each 

house consisted of a faceted bay window from ground to roof and, 

beside this, a front door with a porch over which a single 

window was located on the first floor. The windows had small 

fanlight sections which usually contained some stained glass 

work. 

Front doors and garage doors were painted varying colours 

along the streets. Window frames were nearly all painted white. 

Small gardens met the pavement at low red brick walls with 

wrought-iron garden gates and garage entrance gates. Small trees 

were spaced regularly along each side of the concrete road which 

was layed in sections and jointed by splurges of tar. 

In some streets the scale of the houses was larger. In these, 

pseudo-Tudor beamed gables were sometimes over the bay windows. 

There were also windows on the first floor in the sides of these 

larger houses. 

All the houses had mature gardens at the rear, each the width 

of the house and running back to meet other gardens from 

81. 



identical rows of semi-detached houses. French windows opened 

onto the gardens. 

Although the arrangement varied according to the size of 

house and, for example, its location - whether or not it was a 

corner house - every one had an entrance hall with stairs 

ascending to the first floor. These halls were often panelled in 

wood. In many cases this had been painted over. Off the hall on 

the ground floor were a front room, rear room and a kitchen. 

These were usually used as living and dining rooms, although 

sometimes the eating was done in the kitchen. 

Sliding doors with frosted glass sometimes linked and 

separated the front and rear rooms. Some houses had been 

modified with small extensions to include a 'breakfast room'. 

The ground floor rooms, apart from the kitchen, each had a 

chimney breast and ceramic tiled fireplace. The tiles were 

usually characteristically mottled and coloured pale ochre. As 

in Area 1, the fireplace and the alcoves usually created a 

framework for the use of the room. Here the bay window at the 

front played a similar role. There was often a picture on the 

chimney breast. There was usually a colour television in one or 

other of these two rooms. In these homes it was always switched 

off when I arrived. 

'Do-it-yourself' was more active here in these privately- 

owned properties than in any of the other Areas in the Survey 

except the Fine Art Sample. In the summer it was common for 

people to be painting the outsides of their homes. This, coupled 

with gardening and working on the car, meant that there was 

often considerable activity. 
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It appeared that the financial commitment to the property 

left little resource for other things. This was particularly 

noticeable with younger people. There appeared to be a lot of 

second-hand furniture - as distinct from antique; a lot of 

'making do'. 

The house was on a large corner - not exactly a corner house 

because it took four houses to constitute the corner. It was 

larger than some others and semi-detached. A white caravan 

filled the short drive to the garage. It was parked so close to 

a fir tree in the front garden that it was impossible to reach 

the front door without bending and brushing the tree. I was 

grateful for the seclusion provided by the caravan and the tree 

- the doorstep negotiations were always demanding enough without 

the sense that the rest of the street was watching. The garden 

was overgrown. 

It turned out that the house was owned by the headmaster of a 

primary school (Donald) and his wife (Kate) who was also a 

teacher. They were in their thirties and had two small children. 

I was welcomed into the house by Kate and introduced to 

Donald in a large room at the rear which they had extended out 

into the back garden. Kate said it was the kitchen but explained 

that it was also a 'living area and family room'. "We eat in 

here and prepare the food and the children often play in here, " 

she said as she made coffee in heavy craft ceramic mugs. 

The room was clad in pine with wooden work surfaces. What 

plaster was left exposed was painted white. They had done the 
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work, including the extension, themselves. Kate had gone to 

evening classes in woodwork in order to learn to make the 

shelving. 

"We rather like wood, " Donald explained with a trace of 

Geordie accent. "I bought some cheap units and faced them with 

wood. We're partial to that. " 

It was about 8.00 in the evening and the two children were 

supposed to be getting themselves to bed. Because their parents 

were occupied with me, they were not settling and could be heard 

tearing around upstairs. Occasionally Kate went off to organise 

them. 

The other two downstairs rooms they called the Lounge and the 

Music Room. The Music Room was occasionally referred to as 'the 

Front Room'. There seemed to be a very relaxed attitude towards 

the use of the rooms - with the possible exception of the 

kitchen which was in a much more advanced state of decoration 

and furnishing. This reflected their whole approach to settling 

into the house which they had lived in for five years. They 

planned substantial modifications and nothing was being given 

'superficial' treatment until the most fundamental jobs were 

done. 

"Since we've been in the house, " said Donald, "we've tended 

to do the major things, huge things, and get 90% of the job done 

and, sort of not finish it off. " 

They explained that they put what money they had into making 

the fundamental alterations to the building and that lesser 

things, including pictures, were not a high priority yet. The 

pictures they had on the walls were a Monet reproduction and 
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some 19th century engravings of local places. They explained 

that they had unframed 'Monet prints' and 'The Battle of 

Hastings' stored in the loft. They had brought these back from 

holidays in France and they would one day go on the walls. 

"Things like pictures tend to, well... get pushed to one 

side, " said Kate. "I mean, thinking of the lounge, for example. 

You see, I hate our lounge because it's as it was when we moved 

in really. We've never decorated it for reasons I've told you. 

Now I couldn't get a picture and stick it on the wall just for 

the sake of it. I would want to do the room as a whole and think 

of the pictures in relation to the furnishings and the mood and 

everything else. " 

I asked how she would like the lounge. 

"Well, we would like it incorporated with the front room, so 

that the grand piano would be a feature at one end and I would 

like the television looking as though it was part of the things 

we could use if we wanted to. I don't want it to dominate the 

room. So I would like quite a few shelves and units with books, 

stereo, television, the odd ornament, ah... lamps, um... " 

John picked up the topic. "We'd like to take the fireplace 

out... 

"Perhaps have some natural brick. Comfortable furniture, " 

said Kate. 

Mr and Mrs C were both retired nurses in their sixties. Mrs C 

had been a ward sister. She served tea from a tray in light 

floral-patterned cups and saucers. A small Scottie dog in the 
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very early stages of being trained, snuffled around on the 

fitted carpet. Occasionally it made energetic explorations, of a 

more or less embarrassing nature, into me and my equipment. On 

the wall in the alcove by the fireplace were two gold-framed 

photographs of Scottie dogs - one black, one white. They were 

pictures of previous pets. "Pictures of dogs gone, " Mr C was 

later to call them. Mr and Mrs C had no children. 

The room was very well cared for. A pale green velvet three- 

piece suite with green cord trimmings dominated the space. Crisp 

white lace curtains filtered the sunlight on white painted walls 

and gloss white woodwork. Through the lace the front garden was 

as well cared for as the interior. Reproduction antique side 

tables were here and there in the room. The tea rested on one of 

them. 

"What do you call this room? " I asked. 

"I call it the living room, " said Mrs C, "and I can't bear 

people who call it the lounge. " 

"Why's that? " 

"I can't... I don't know. I don't know. " 

"Lounges are in poobs, " said Mr C with an accent which was 

not local. 

"Sounds so pretentious. I don't like it, " continued Mrs C. 

In the hall a chiming clock struck eleven in the morning. The 

sound was characteristic of Area 3. 

"Do you think you have an idea of what a living room should 

be like - with the things you surround yourself with confirming 

that idea? " 

"I don't know-This is not the living room that I 
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particularly want, " said Mrs C. "I make the most of the living 

room I've got. " 

"What would you want then? What would your living room be 

like if you had an ideal living room? " 

Mrs C took some time to answer. 

"Oh dear ... Well, I don't want anything better than what I've 

got. I think I'd like a different shaped living room. And I'd 

like it smaller and I'd like it warmer... and I'd like that fire 

taken out. But it's just ... little things. But we've no intention 

of staying here. We'll probably go back to the Midlands. " 

There was a hint of defiant independence. I was not to get 

the impression that this was satisfactory. 

"We only live here because of the old aunt round the corner 

who needs physical help, you know, " said Mr C. 

"So you're not Geordies? " 

"My wife is. " 

"I am a Geordie, " said Mrs C with some pride. "Born in 

Bedlington. " 

"But that's still no reason for wanting to stay? " 

"No. No. Not a bit of it. " Mrs C was very clear on the 

matter. 

Later we talked about what . the house was like when they had 

moved into it two years ago. 

Mrs C: It was such a poor lonely little house. Horrible a 
neglected little house. Wasn't it? " 

Mr C: Yes, it was dreadful. You know, this was painted all dark 
green - the walls. The hall was painted navy blue... like that 
garage across the road. (He gestured through the lace. ) Who 
would paint the hall that colour? 
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Mrs C: The hall and the staircase and all the doors. It was 
absolutely... I can't understand it. Nobody but two fools would 
have bought it. 

Eleanor was a widow in her seventies. Her husband had been a 

schoolmaster in the local grammar school. The interior of her 

home was similar to the one just described but the rooms were 

used the other way round - the room at the back was used as the 

Lounge (Eleanor's term) and the one at the front was the Dining 

Room. 

Eleanor sat with her back to the french windows which looked 

onto a mature garden. Large shrubs filled the window area 

reflected in a gold-framed mirror on the opposite wall. 

"Oh! Yes, well, the mirror, that was bought at Bainbridges a 

terrible long time ago. " (Bainbridges was a department store in 

Newcastle. ) 

She went on thoughtfully, as an extension of her thoughts 

about the mirror. 

"Things have been fairly static since my husband died. I 

think we would have moved into a bungalow or gone out into the 

country or something, had he lived. But it's quite a pleasant 

house, this, really. " 

I indicated the garden. "You do it yourself, do you? " 

"Well, I do the grass but it's very untidy otherwise. I can't 

do it. I've got a man to cut the hedge at the front but I had a 

coronary two years ago and I've got to be very careful about 

work so I find the house really a bit much. I've got a home help 

though. " 
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The streets that made up Area 3 were across two Newcastle 

Wards. As the 1981 Census information shows, they were very 

similar in socio-economic terms. The unemployment rate was well 

below the City average - about half the City level, in fact. Car 

ownership was relatively high. In one of the two Wards it was 

actually the highest in the City, at nearly three cars in every 

four households (Newcastle-upon-Tyne 1983 p48). 

"The school 'staying on rate' amongst seventeen-year-olds is 

above average, " states the Census findings published by the City 

(1983 p48). This applied to both Wards. A high proportion of 

people had qualifications - academic, professional and/or 

vocational. About two-thirds of people in employment were in 

'white collar' jobs (City of Newcastle-upon-Tyne: Undated). 

The published Census information gave the following outline 

of socio-economic groups of those in employment in the two Wards 

- Men and Women combined (City of Newcastle-upon-Tyne: Undated). 

Professional and Managerial 17% and 22% 

Intermediate and Junior Non-Manual 47% and 40% 

Skilled Manual 15% and 19% 

Semi-Skilled 

Unskilled 

17% and 14% 

5% and 4% 

It is important to stress that these figures are of interest 

only in that they give some wider indication of the local 

environment and its residents. The Wards included council 

properties but the streets identified for the Survey were, by 

definition, made up of privately-owned properties, the owners of 

which (as the sample confirms) tended to enjoy relatively high 

socio-economic circumstances in relation to the district as a 
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whole. 

The People Interviewed in Area 3 

Appendix VIII gives the ages, education and occupations of 

the people living in the households sampled in Area 3. The 

circumstances and backgrounds of the people encountered in Area 

3 were markedly different from those in Areas 1 and 2 in several 

aspects. 

First, they were all home-owners. Second, many of them had 

come to live where they were either from other parts of Britain 

or from other parts of the local region. They had the resources 

(in terms of employment prospects and capital) to move away from 

their present situations. The intention to make such moves was 

sometimes expressed. 

The majority of those in employment (in common with other 

Areas nobody described themselves as unemployed) were in non- 

manual jobs and often held some form of management or 

supervisory responsibility. 

A clear difference between the people interviewed in Area 3 

and those in Areas 1 and 2 was that they had more formal 

educational qualifications. Of the 15 households studied, only 

two contained no certificated education. In one, GCE '0' level 

was the most advanced certificated education. The other 11 all 

contained at least one person with either a professional 

qualification (eg Nurse's Training, Teacher's Certificate, 

Accountant's qualification) or a university degree. Six houses 

included at least one university degree or post graduate 

qualification. These included one Doctor of Medicine and two 

PhDs. 
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Of the 30* principal occupants, 16 had professional or higher 

educational qualifications. One had uncompleted university 

education; three had GCE '0' level qualifications. Ten (five men 

and five women) had no certificated education. 

The ages of occupants were as follows - 

Age Range Number of People 

Over 70 1 

60-69 years 7 

50-59 years 4 

40-49 years 5 

30-39 years 8 

20-29 years 4 

TOTAL: 29 

Of the 15 households - 

4 were occupied by people over 60 

1 was occupied by a married couple aged 67 and 58 

1 was occupied by a married couple in their fifties 

3 were occupied by people in their forties (one occupant was 

actually 50) 

4 were occupied by people in their thirties 

2 were occupied by people in their twenties (one occupant was 

actually 30) 

*Included in this figure is one deceased spouse. This seemed 
appropriate since he was often mentioned by his widow as an 
influence on the objects on the walls. 
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Area 4 

The houses surveyed in Area 4 were in an expensive suburb. 

They varied greatly in architectural style. Some were relatively 

old Victorian houses but the majority were built between the 

wars. While there was the occasionally recent addition, 

properties were usually mature and well-established. Most of the 

houses were large detached premises with well-developed grounds 

and informal gardens at the front or rear, or both. They 

frequently bore names. Those semi-detached houses present were 

mostly individually designed pairs, very large and unattached 

from other pairs. 

One of the striking characteristics of the Area by comparison 

with the other three in this study, was its wealth of 

vegetation. Large trees dominated both roads and gardens. In 

summer, even those houses with the smallest gardens were largely 

hidden from the pavements. Those with the largest gardens and 

drives were not visible from the road at all. Horse chestnuts, 

beeches, poplars, willows and lilac were prominent. In summer, 

the sound of lawn mowers was common. 

The seclusion of the houses, their relative isolation from 

each other and from passers-by was noticeable. Burglar alarms 

were conspicuous on gables and under eaves. 

The diversity of the architecture was accompanied by a 

variety in building surfaces and features. Pebble-dash with 

pseudo half-timbering, some painted white; leaded windows, sash 

windows, stained glass windows; doors with studs and ornamental 

hinges, doors with windows; arched porches, timbered porches; 

wrought-iron gates, timber gates. 
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Private schools occupied large old houses. Tennis clubs were 

tucked away. 

On the inside, the houses were as varied in layout as their 

exteriors implied. Front doors opened, via small vestibules or, 

sometimes directly, into halls of varying shapes and sizes. Most 

of them were large. Staircases rose from halls in all sorts of 

ways; sometimes facing the front door, sometimes turned away 

from it; taking various kinds of twists and with a variety of 

balusters and balls. The halls were characterised by period 

prints, grandfather clocks and antique barometers in polished 

wood. 

Doors to the ground floor rooms led off the hall. While all 

the houses had a kitchen, a dining room and a living room 

(variously named) there was a wide range of additional rooms 

with multifarious titles. Twelve names were collected in Area 4 

for such rooms. These were: lounge, study, morning room, 

children's room, breakfast room, television room, evening 

lounge, day lounge, little sitting room, drawing room and, 

perhaps more idiosyncratically, 'hall room' and 'big room'. One 

consulting room was also included in the Survey. 

Kitchens, the operational centres of many of these homes, 

were particularly distinctive from the other Areas. In addition 

to the cooking facility, they usually included an area for 

informal family eating as well as the 'administrative' equipment 

- telephone, memo pad, calendar and various other items related 

to the day-to-day running of the household. 

While the architecture of the houses was varied, the 
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furnishing of the interiors tended to be shared. The dominant 

feeling was one of antiquity coupled with 20th century luxury. 

Polished wood furniture, carved and ornately turned legs, high- 

backed dining chairs, long polished dining tables which- 

reflected the light from french windows onto patios and lawns. 

One house was unusually furnished with a different form of 

antique - the stripped pine variety. It was also unusual in the 

objects that hung on the wall. Not that the inventory differed - 

paintings, prints, etc - but the pictures combined with the 

furniture to create a more light and, perhaps, contemporary 

feel. The house was owned by a professional married couple in 

their thirties. They both had university degrees. The woman 

worked as a television journalist. The man was a chartered 

accountant. They had two young daughters whose paintings from 

school were stuck to the wallpaper on the chimney breast in the 

sitting room. 

Shelves of books in the sitting room were behind a large 

stuffed suite. A white plastic coffee table was covered with a 

jumble of books and periodicals. 

A large room had a Scalextric track occupying a large part of 

the carpet. Mrs 0 called it the 'big room' but explained that it 

was really the drawing room. 

"But I'm not going to call it that, " she said. "And I hate 

the word lounge. " I remembered the same objection to the term 

'lounge' in Area 3. 

Against the Laura Ashley wallpaper hung a large fabric 

collage depicting the 'Ladder of Life', three original screen 
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prints of flowers in bowls, and two reproductions of flower 

paintings in the manner of the fauves. 

It was 7.30 on an October evening. The large wooden garden 

gate swung open heavily, obstructed by wet leaves. It was 

raining and very dark. The path to the entrance porch at the 

side of the house was enclosed with high shrubs so that the 

street lighting did not reach it. 

The porch was built like the entrance to a small church. When 

the bell rang, a dog went wild inside. A light came on in the 

porch overhead. It took time before the door opened. Mr M was 

expecting me. He ushered me through a spacious hall hung with 

period prints, a bed warmer and a coach lamp, into the sitting 

room where his wife was sitting by a fire in a large chintz- 

covered traditional stuffed armchair. The fire burned in a 

hearth beneath a heavy mantlepiece currently bearing greetings 

cards arranged each side of a gold glass-cased antique clock. 

Over the clock was a relatively large (76 cm x 91 cm) original 

oil painting in an ornate gold frame and lit by its own hooded 

picture light. The painting depicted the River Tyne in Newcastle 

as it was in the early 19th century. 

The room was about 7 metres square and furnished with 

antiques. The chintz-covered suite was arranged around the fire, 

a low polished table in the centre. Mrs M explained that she was 

waiting for some guests for a bridge party. 

We had just begun to discuss the first picture -a limited 

edition reproduction of a watercolour of game birds in a field - 

when the door bell sounded again and the dog started up. As Mr M 
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brought his guests through the sitting room door, I was 

inevitably a focus of attention, standing with my clip board, 

intent upon the picture of the grouse. 

"He's doing a survey on pictures in people's houses, " Mr M 

explained on my behalf. 

"Oh, " said one woman, "we've got some Roger McPhales. Have 

you come across his name? " 

"No. I haven't come across him. " 

"Well. he does some bird pai... you know, shooting prints. I 

tell you what, " she said enthusiastically, "are you going up to 

Lyndon Hall, because it's advertised in the Journal and there's 

going to be a lot on shooting. It's on Friday, Saturday and 

Sunday this week. It's all in the Journal. There's a whole lot 

about shooting because my husband's a great shooting person. " 

It seemed to be a suggestion rather than a question. 

"Thanks very much, " I replied against a background of 

energetic "hellos" and greetings as the bridge party warmed 

itself and the dog settled. 

"What exactly do you do? " asked the same woman. 

It was suddenly quiet. 

"I'm from the Faculty of Art and Design in The Polytechnic 

and I'm doing a PhD on what people hang on their walls and 

why... " 

"Oh, I see. You're not just on shooting. I thought, perhaps, 

you were basically on shooting. " 

While the bridge party settled, Mr M led me across the hall 

to another room. As I looked round at the walls I asked, "What 
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do you call this space... this room? You called the other one the 

sitting room. " 

"Yes, that's the sitting room. This one's the little sitting 

room, " he laughed. 

"I'm sorry you've come to a rather big house. The cost of 

heating being what it is these days, quite frankly we heat half 

the house for the winter and the other half for the summer. I'll 

tell you, we have four children - one of whom only is at home. 

The others are at school or at university, so from that point of 

view there is absolutely no necessity whatsoever to be heating 

the whole house when it's just not necessary. " 

Some time later, after Mr M had shown me round the rooms on 

the ground floor and the bridge party was under way in his 

absence, I stood with him in the dining room. He talked about 

the house. 

"It's one of those family houses that was built in the middle 

of the 1920s. It's quite large. I mean, there are 16 rooms. 

Sixteen rooms I filled in on the local Return. I suppose it 

would be the Census form. " 

"I notice there are quite a lot of spaces here, " I said, 

indicating the walls of the room. "You haven't felt the need to 

fill these. Sometimes you've said that something was there to 

fill up a space... " 

Mr M cut me off. "Oh, I think, you know, one hasn't a great 

artistic sense except that you can overdo it as well as underdo 
it. 11 

"And what do you call this room? " 

"This is the dining room. " 
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"Do you think that's part of it? You don't think it's 

appropriate to put a lot of things on the wall in a dining 

room? " 

"Ah... I think it's possibly... it's because it's not one of 

the rooms that's lived in. It's not used terribly frequently. It 

is used by our small daughter to play the piano and the flute. 

(Laughter) She goes out and plays tennis on the lawn and when 

she's fed up with that she comes back and plays the piano or the 

flute. " 

As we left the dining room we passed a door in the hall. Mr M 

gestured towards it. "This is just a rumpus room so there's 

nothing much in there. " 

C. P.: It's a very interesting piece of architecture, this house, 
isn't it? 

Mrs L: It's different. 

C. P.: Its scale is very delicate. 

Mr L: It's only 25 years old. Second-hand bricks make it look 
old. 

Mrs L: It looks much smaller from the outside because you can go into the kitchen and go through into the kids' play room... so it's much bigger, actually, downstairs than it is upstairs. It's 
different. That's why we liked it. I like the brick, actually, 
outside. That's what I like. 16th century brick actually. The 
only trouble is it falls to bits every winter. The frost gets at it. 

I was ushered into the house by the daily help. Large double 

doors were straight ahead across the hall. They were closed. I 

was led through a smaller door on the left, offered coffee, and 

asked to wait. 
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The room I sat in was later called the television room by the 

woman who owned it. It was furnished and decorated in 

contemporary stylings. Not large - about 4 metres square - it 

was lined with a sort of fabric-finished unpatterned dark brown 

wallpaper. Burnt umber, flocked. The thick piled carpet and 

heavy curtains that went from floor to ceiling over a single 

window were similar in colour. There was a warm sense to the 

space which was dominated by a chimney breast with a modern 

natural brick fireplace edged with a thin brass strip. It was 

less a fireplace than a rectangular recess containing a gas fire 

with very convincing imitation logs. On the chimney breast, in a 

thin brass frame, hung the original architect's plans and 

elevations for the house, built in the 1930s. 

The alcove by the chimney breast was lit by its own low- 

hanging lamp. A low shelf in the alcove carried a disorganised 

pile of books and a modern, wedge-shaped angular telephone. 

The seating - shiny velvet finished armchairs - was arranged 

to address the television. The top of the television was lined 

with silver sports cups of various sizes. The coffee was laid on 

a low glass-topped, chrome-legged coffee table. 

As I waited I counted 11 objects on the walls. Nine pictures, 

the architect's drawings and a frame of pressed flowers. There 

were several plants. One, a large vine, was spreading 

substantially and grew across one of the pictures. Its leaves 

were lit dramatically by the side lighting. 

I later discovered that the other rooms in the house were 

furnished in antiques. Ornate reproduction fireplaces, brass 

lamps, antique clocks, chandeliers in both the living room and 
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the dining room, both of which opened out through large french 

windows to a very big garden. 

In Area 4, some people took the pictures on their walls very 

seriously. It was an important aspect of how they perceived each 

other - and a delicate subject. Some rooms were almost like 

picture galleries with domestic furniture added. 

Anthony, an architect, who lived in such a house made the 

following remarks during a long interview. 

"I go into so many houses where people have very little on 
the walls and what they do have is bloody rubbish. It 
shatters me. Quite educated people. I won't disclose their 
name to you but a very well known surgeon who's a friend of 
ours. We used to go in their house and their walls were bare. 
Very uninteresting. I think they were almost frightened to 
put anything on. Certainly he had (whether he bought them 
because he thought they were an investment) he had one or two 
Cornish pictures which were very nice. But coming to our 
house he saw ..... 's work and admired it and I said, 'Well 
he's a great guy. He'll bring his pictures round to your 
house and if you like them you can buy them', and over the 
years he bought quite a number of his pictures - and believe 
it or not the ones he has bought, two of them have been 
hanging in the Royal Academy, so he's done quite well. It's 
made such a difference to his house. But I think there are a 
lot of people who are frightened to put stuff on the walls. " 

"Sometimes I wish to have a clean start and re-arrange 
everything. I think you get a bit fed up with having your 
room set in a certain pattern... Quite honestly I don't think 
it's easy putting pictures on walls - without giving the 
impression that they were being just slung round the wall. In 
a way I'd prefer to see them arranged in groups on a wall - 
but then I suppose they become part of the decor. It's not 
easy to hang pictures. It's a very difficult job. " 

The summary of 1981 Census information published by the local 

authority includes the following statements about the Ward in 

which the streets of Area 4 are situated (City of Newcastle- 

upon-Tyne 1983 p80). 
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The Ward has, "the highest school 'staying on rate' in the 
City. " 

"Unemployment rates (are) much lower than the City average. " 

"The employment circumstances of men in... are the best in the 
City. Overall male unemployment is about 6%. " 

"The economic characteristics of women in... are also amongst 
the best in the City. " 

"The proportion of 'white collar' workers in... is the highest 
in the City. It includes the highest proportion of 
professionals and managers. " (City of Newcastle-upon-Tyne: 
Undated) 

The Ward has "the highest proportion of residents with 
qualifications in the City. Nearly four out of ten people 
aged 18-59/64 have at least one academic or vocational 
qualification. " (City of Newcastle-upon-Tyne: Undated) 

The 1981 Census information also gives the following socio- 

economic group profile of residents in employment (City of 

Newcastle-upon-Tyne: Undated). 

Professional and Managerial 40% 

Intermediate and Junior Non-Manual 43% 

Skilled Manual 9% 

Semi-Skilled 6% 

Unskilled Manual 1% 

Since these pieces of information refer to the Ward as a 

whole and the streets selected for sampling, based on property 

valuations, were among the most expensive in the Ward, it is 

clear that the socio-economic circumstances in the streets that 

made up Area 4 were very good indeed - particularly by 

comparison with the rest of Newcastle-upon-Tyne. 

People Interviewed in Area 4 

Appendix IX gives the ages, occupations and education of the 

people living in the houses sampled in Area 4. 
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Of the 30 principal adults in the houses studied, 17 held 

graduate or post graduate qualifications. This does not include 

the chartered accountant. Only seven people had no certificated 

education. Six of these were women. 

Of the 15 households. 11 contained at least one person with 

graduate or post graduate qualifications. (This does not include 

the chartered accountant's home. ) Every house contained some 

level of certificated education. 

Every household included either a company director or member 

of the professions. One retired company director held a 

knighthood. Every household contained a married couple. 

The ages of occupants were as follows - 

Age Range Number of People 

Over 70 2 

60-69 years NIL 

50-59 years 7 

40-49 years 13 

30-39 years 8 

20-29 years NIL 

TOTAL: 30 

Of the 30 people involved, 28 were aged between 34 and 57. 

Of the 15 households - 

1 was occupied by people over 70 

3 were occupied by people in their fifties 

2 were occupied by couples in their forties and fifties 

4 were occupied by people in their forties 

2 were occupied by couples in their thirties and forties 

3 were occupied by people in their thirties 
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The Fine Art Sample 

The fine art sample did not live in a particular part of 

Newcastle. This was inherent in the way it was chosen. The 

Northern Arts Visual Arts Advisory Panel was constituted in such 

a way as to provide regional coverage as well as providing a 

representative sample of the various professional functions that 

make up the fine art world in the region. What these people had 

in common was not the kind of communities in which they resided. 

They shared a professional commitment. 

The members of the Panel (two women and nine men) were spread 

widely geographically and lived in rural as well as urban 

situations. Only one of them lived in Newcastle. She was one of 

four who lived in urban situations. The other three lived in 

Middlesborough, Whitley Bay and 

remaining eight people who made 

or less rural locations - three 

Carlisle than Newcastle; one in 

of the Tyne west of Newcastle; 

market town in North Yorkshire; 

South Durham. 

This ruralism was not always 

Washington New Town. The 

up the sample all lived in more 

in remote Northumbria, nearer 

a very small town on the route 

one in Cumberland; one in a small 

one in a similarly small town in 

associated with the proximity of 

employment. One polytechnic lecturer was travelling about fifty 

miles to his place of work. He was deeply involved in the long- 

term process of renovating the old stone house in which he had 

taken up residence with his family. 

The homes of the fine art community varied in architectural 

character. Only one of the eleven people in the sample lived in 
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a post second world war house. Most of them lived in pre-20th 

century properties. In relation to the Survey as a whole, it is 

probably accurate to say that in size they were most comparable 

to the larger houses in Area 3, though some were comparable to 

houses in Area 4. Being so varied in design and layout, these 

comparisons are difficult to make. Their variety in design was 

shared with the houses in Area 4. The practitioners favoured 

older houses, partly because they usually had additional space 

usable for their work and within an attainable price range. Like 

the polytechnic lecturer already mentioned, the practitioners 

tended to have the confidence in handling materials to renovate 

old properties themselves. 

The fine art group was the most even in terms of certificated 

education of all the groups studied. All the 

higher education and, except for a degree in 

qualifications were in fine art in some form 

history of art. Appendix X gives the details 

qualifications and occupations. 

Seven of the eleven were practising artis 

Panel members had 

philosophy, all the 

- including the 

of ages, education, 

ts. Of these, all 

but one did at least some teaching. The exception was a 

freelance printmaker. Of the rest, four were lecturing full-time 

in one of the region's colleges or polytechnics, two did some 

part-time teaching in the same places and one was a full-time 

teacher in a Sixth Form College. 

Of the four non-practitioners, one described himself as a 

freelance exhibition organiser and journalist, one wrote on art 

and craft and supplemented his income by teaching part-time at a 

local art school, and two were gallery curators - one of a 
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contemporary art venue and one of a larger museum with a 

historical collection as well as some changing shows. Two of 

these 'non-practitioners' were originally educated on courses in 

higher education which involved practical work in art - one 

obtaining a Teacher's Certificate and the other a BA in fine 

art. 

The large majority of the group, then, were either currently 

practising as artists or had significant experience of such 

practice. 

All members of the sample were married and it was a striking 

feature of the group that all except three of the members were 

married to people with the same educations and qualifications in 

fine art. Two spouses with these qualifications took part in the 

interviews and their views have been given the same status as 

others in the account. One of these two, Peter -a painter, art 

school lecturer and critic - was a past member of the Northern 

Arts Visual Arts Panel. 

Of the three who were not married to other fine art world 

professionals, two were married to primary school teachers and 

one to a woman who, before retiring to be a mother, had been a 

supervisor in Marks and Spencers. 

In terms of education, occupation and home ownership, the 

fine art group had much in common with the people in Area 4 and 

those with higher education in Area 3. Much of their way of life 

reflected this and it seems accurate to describe them as a 

professional sub-group within the middle class. There were, 

however, sufficient differences in their life-styles to mark the 

q 
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group off from Areas 3 and 4 and to make a simple identification 

with them insupportable. As far as the subject of the Survey is 

concerned they were a markedly different group, as will become 

apparent. 

Despite living some way from each other the fine art group 

was very much a community. They shared contacts, interests, 

friends and associates. They attended the same exhibition 

previews, read the same journals. Their existence as a community 

was not a product of being members of The Northern Arts Panel. 

Rather, their membership of the Panel was a consequence of their 

place in the community. 

They shared 'interests' in more ways than one. Their life 

situations were in one way or another linked to the standing 

of contemporary fine art. While in some ways they were in 

competition with each other, they were also mutually supportive 

and shared a sense of common purpose in the face of what they 

understood to be wide disinterest if not hostility. 

In telling me how he had acquired one picture. James said, "I 

suppose there was some sort of feeling that I was helping a 

fellow artist in a way. As you'll see, the ones that I've been 

able to afford over the years have largely been bought like that 

- from local people. Not exactly friends because I suppose I 

couldn't really claim him as a friend - an acquaintance, yes. " 

The sense of community extended beyond immediate friendships. 

For those engaged in teaching this supportiveness often included 

the purchase of work from students whose progress was 

subsequently watched with interest and easily monitored because 

of the smallness of the fine art community nationally. 
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"It's a matter of putting your money where your mouth is, " 

said one painter and lecturer. "You can't do a nicer thing for 

an artist than actually buy something from him. It isn't just 

sympathy or a measure of support. It's really stating that you 

think this person is very talented. Meanwhile I'm getting all 

the pleasure of looking at that piece. " 

There were differences in life-style within the fine art 

sample. In such domestic conventions as entertaining guests, 

eating and so on, most of the people in the fine art sample 

shared a way of life with people in Area 4. But in the style in 

which homes were lived in they often differed. In this there 

seemed to be a distinction between the practitioners who taught 

in higher education, full or part-time, and the rest. It is a 

distinction which relates to Pearson's (1981) identification of 

the 'art college artist-teacher' as a group among 'professional 

artists'. 

This group seemed to have a more relaxed approach to their 

homes -a more 'bohemian' life-style. Furniture, though 

considered, was more likely to be from the junk shop than the 

antique shop. Houses were less tidy than elsewhere in the 

Survey. The furnishings and attitudes to the home (even, to some 

extent, the objects on the walls) of the rest of the fine art 

sample tended to have more in common with Area 4 than did those 

of the 'art college artist-teachers'. 

Pearson (1981) identifies two main factors which define the 

'common experience' and 'grouphood' of the 'art college teacher- 

artists'. The first is that, because they derive their main 
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incomes from teaching they are able to disregard any economic 

necessity in relation to their 'art'. In other words, they can, 

and arguably do, disregard audiences. The second is that they 

work daily in a context where other artists also work. They are 

thus supported by each other, their values reinforced and 

unchallenged. 

Of these two factors, the first would seem to be equally (if 

not more) applicable to teachers of art in secondary education. 

But secondary school teachers have to negotiate both colleagues 

and pupils with different values and priorities. It seems, 

therefore, to be the second factor which marks off the 'art 

college teacher-artists'. It is a fact that they inhabit a daily 

world which offers time to practice as artists (and which also 

validates their work as art) and offers no challenge to their 

values and life-styles. (This is not to say that it doesn't 

offer challenges within that confirmatory framework. ) Of course, 

most people live and work in situations which confirm-their 

values. What is peculiar about contemporary fine artists is 

that, while being concerned with image making, (an activity 

which might be expected to involve communication) they commonly 

reject concern with an audience. The dominant preoccupation with 

the integrity of personal expression - manifested in this Survey 

- precludes as 'impure' active attempts to communicate with 

audiences, at least attempts which impact on the nature of the 

work. 

These are not simply attitudes within the community which are 

facilitated by the income derived from teaching. They are 

attitudes that are necessary to membership of the group. Without 
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manifesting these attitudes in some degree it is difficult to 

qualify for membership (or employment) within the group. It is 

considerably easier to maintain these attitudes in an 

environment which offers no challenge to them. 

To a greater or lesser extent, all the members of the fine 

art community encountered might be said to value 'non- 

conformity' but not as an end in itself. Non-conformity in the 

fine art community took the form of a celebration of the 

personal, the expression of individuality. 

As Peter said - 

"I have friends and family who buy kitchens as a sort of job- 
lot and they have all sorts of luxurious cupboards but 
they're terribly impersonal, so we've built this up one way 
or another, kind of on the cheap, and you put into it things 
that have a sense of it being a friendly place -a kitchen - 
and that reflects you and your life and so forth. I don't 
like impersonal spaces. " 

Being different for the sake of it was frowned upon. Being 

different as an 'authentic' expression of one's individuality 

was commended. 

The homes of the practitioners were particularly unusual in 

the Survey as a whole in that they contained at least one room 

in addition to the usual living spaces that was designated a 

studio or workshop. These professional work places were not 

included in the Survey since they were not directly comparable 

to the domestic rooms studied elsewhere. For the practitioners 

the house was very largely an extension of their practices as 

artists. There was no separation between their professional and 

domestic lives. They were aware that this made their homes 

different from those of other people. 
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As one painter put it 

"As a home it's purely functional in that we are both 
artists. Margaret has a studio upstairs. I have a studio at 
the back, and we're not interested in actually living in it 
in the sense that... I mean, we have a television and 
whatever in the room that she works in upstairs - and we sit 
up there when we want to watch it, but generally speaking 
it's just a work place. " 

The walls, in particular, were often an extension of the 

studio for the practitioners. 

"You're going to see my house as almost a sort of art gallery 

of my own work in change, " said James, the painter who taught in 

a Sixth Form College. James lived in a relatively new detached 

three-bedroomed house. He had built onto the house a workshop 

but in other respects it was a conventional house on an estate 

of similar houses. His was the only home of that kind in the 

Fine Art Sample. Inside the plastered walls were painted a 

clinical white. Paintings. drawings and prints interrupted the 

whiteness with precise consideration. 

On the landing where the bedroom doors led off were several 

of James's watercolours. 

"If you like, this is my best test-bed, you know, for work. 
Especially for watercolours because we can control the 
lighting here to the extent that I can keep the sunlight away 
from the watercolours but at the same time get a reasonably 
good appreciation of them. You see, the walls are at right- 
angles to the source of light and therefore they're as ideal 
as one can get in an ordinary house. " 

For the members of the fine art community their homes were 
1 , ý14 

not places with pictures hanging in them. They were very largely 

places for hanging pictures in - and sometimes for making 

pictures in. 

I 
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Summary 

There proved to be a strong correlation between types of 

housing and other socio-economic factors such as education and 

occupation. On the basis of the data, it is reasonable to 

describe Areas 1 and 2 as 'working class' and Areas 3 and 4 as 

'middle class'. A distinction between Areas 1 and 2 on the one 

hand, and Areas 3 and 4 on the other, is supported, as will 

become apparent, by the research findings on the nature and uses 

of the objects on walls as well as by the socio-economic data. 

Areas 1 and 2 were fundamentally one. Many people in Area 2 

were being re-housed from places like Area 1. In particular, the 

very small presence of certificated education is clear in both 

Areas - the two exceptions of graduates in Area 1 being noted. 

The high presence of manual occupations is also shared. 

Although people in Areas 1 and 2 lived in different kinds of 

accommodation, this was a matter of the nature of the buildings 

rather than any difference in the circumstances of tenancy. 

Nobody owned their homes. Some people rented newer homes than 

others. I encountered a higher proportion of elderly people in 

Area 1 than in Area 2. 

Areas 3 and 4 were less homogeneous. One very significant 

characteristic that they shared was property ownership but, 

whereas those in Area 3 owned more or less uniform semi-detached 

properties, those in Area 4 owned larger, and often individually 

designed houses. 

The people in Area 4 were relatively well-off financially 

through inheritance, success in business and the professions, or 
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both. It was obvious that people in Area 3 were not wealthy 

although they were in a position to buy their own homes. While 

there was a substantial overlap in educational qualifications 

and occupations between Areas 3 and 4, there were also some 

obvious differences. 

The Area 3 population was, in itself, uneven in terms of 

education and occupation and could be seen as an intermediate 

group between Areas 1 and 2 and Area 4. It is tempting to 

describe Area 3 as 'lower middle class' but this would imply too 

precise a delineation of groups. 

As far as the subject of this research is concerned, the main 

validity in discussing Areas 3 and 4 together as one group is 

that, in hanging things on their walls, they seemed to be 

engaged in a more or less common activity with shared 'rules', 

common values, common aspirations and, very largely, common 

objects - at least in some characteristics considered important 

by their owners. While there were differences between the 

objects on the walls in Areas 3 and 4, there was an overriding 

impression of a shared purpose. 

The model way of life for the people in Area 3 was the one 

that existed in Area 4. Had their circumstances allowed, they 

would probably have surrounded themselves with the same objects 

as those in Area 4. The fact that they did not always do so was 

not only a matter of money. Some of the people in Area 3 had 

come, to their way of life more recently than others. They were 

'upwardly mobile' and this showed in the objects with which they 

surrounded themselves - not only on their walls. Less sure of 

the 'model', they retained elements of their earlier ways of 
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life. Thus, occasionally, there were objects on the walls more 

characteristic of Areas 1 and 2 than of Area 4. It seemed 

possible to detect such differences in Area 4 but they were less 

pronounced. 

Despite these uneven characteristics the people in Areas 3 

and 4 seemed to share values and aspirations which extended 

beyond the objects on the walls. It was that larger common way 

of life that tended to unite them. 

Although it is reasonable, on the basis of the data, to 

recognise Areas 1 and 2 as 'working class' and Areas 3 and 4 as 

'middle class' and, for the sake of the coherence of this 

account such chapter titles will be used, it is not intended to 

infer that the people encountered were simplistically 

representative of such class cultures. They are individuals with 

particular characteristics in particular contexts and living 

particular lives. Lines cannot be drawn sharply around them. 

As Hoggart says in the early pages of 'The Uses of Literacy', 

"... many of the attitudes I describe as 'working class' might 
also be attributed to what are often called the 'lower middle 
classes'. I cannot see how this kind of overlapping is to be 
avoided, and hope that readers will feel, as I do, that it 
does not weaken the main lines of my argument. " (p19) 

This account of the research inevitably exaggerates the 

homogeneity of each of the groups studied, the consistency of 

the objects found in each Area, and the clarity of the 

demarcations between groups. 

Furthermore, it is recognised that there are many factors 

which cut across class. (Age differences, religion and gender 

are discussed in the text where they seem significant to this 
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study. ) It is interesting that no minority ethnic groups were 

encountered in the Survey. Newcastle is probably unusual as a 

large urban centre in Britain which has retained a working class 

population which is so predominantly white. 

In this study the terms 'middle class' and 'working class' 

are used to accommodate the substantial differences found in 

socio-economic circumstances - occupation, education and (as 

will be seen from the main findings of this research) 'cultural 

capital'. As stated in Part I, the class-related factors of 

education and occupation have been found elsewhere to be closely 

related to taste and participation in high culture. 

With these clarifications and reservations stated, the 

discussion of the objects on the walls, and attitudes towards 

them, is set out under the following headings: 

The Fine Art Sample 

The Middle Class Areas (Areas 3 and 4) 

The Working Class Areas (Areas 1 and 2) 
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PART IV 

WHAT KINDS OF OBJECTS WERE WHERE? 

(An Outsider's Classification) 
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PART IV 

WHAT KINDS OF OBJECTS WERE WHERE? (An Outsider's Classification) 

CHAPTER 1 

A Classification of the Objects 

Introduction 

It was a fundamental finding of the Survey that all the 

houses encountered had objects on their walls. While there were 

occasional houses with relatively few objects, all of them 

contained some and most occupied their walls with similar 

numbers of objects proportionate to the wall space available. In 

other words, the number of objects tended to depend on the 

amount of wall space. The more wall, the more objects. `-/ 

The sizes of objects tended to be similar across all the 

samples - although larger walls tended to be more likely to 

carry larger objects. Homes in the Fine Art Sample tended to be 

more likely to have the occasional larger picture regardless of 

the size of the walls. In general a large picture everywhere 

would be approximately 91 cm x 76 cm and these were more common 

in Area 4 and the Fine Art Sample than the other Areas. There 

were some larger paintings - the largest one encountered was 

about 152 cm x 168 cm and was in the Fine Art Sample. Others 

approaching this size were in Area 4 but these were unusual. 

There was one exceptionally large fabric collage in Area 4- 

approximately 2.1 mx1.8 m and one large printed textile 

(possibly a bedspread) in the same Area. A patchwork quilt of 

similar dimensions was encountered in the Fine Art Sample. 

This section consists of a classification of the objects 

found hanging on the walls in each of the settings. It should be 
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said at the outset that for all the homes except those of 

members of the fine art community this classification represents 

the observations of an outsider - with a foreign frame of 

reference - as distinct from the understandings of the people 

who used the objects. The attempt to convey their understandings 

follows later. To be more precise the initial classification 

represents the observations of a member of the professional fine 

art community, employing conceptual categories resulting from 

such a perspective. 

An Initial Distinction: Functional and Non-Functional 

The variety in the objects exceeded expectations. One of the 

most interesting initial discoveries was that many of them were 

functional, had functional dimensions - or alluded to such 

functions. 

In many cases, particularly in Areas 1 and 2, there was no 

sharp distinction between utilitarian objects and pictures. Not 

only did utilitarian objects often carry images but many of them 

were not 'genuinely' functional. That is to say that, while 

there were objects performing a real utility - for example, 

mirrors, clocks and calendars - there were also objects with a 

functional aspect that were clearly not designed seriously to 

perform that function and were not apparently hung on the wall 

for that principal purpose. Such objects were dominated by 

visual and/or pictorial characteristics. 

Perhaps the first point to be made, then, about the nature of 

the objects, is that they were far from all being pictures. 

Indeed, the first large division made in classifying the wide 
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variety of objects was that between functional and non- 

functional objects. This particular distinction seemed 

significant in that it would appear to be indicative of the 

extent to which an object was valued for its visual qualities - 

a value held dear in the fine art world. 

Non-Functional Objects 

Non-functional objects were defined as objects which had no 

other apparentfunctions___than__those__asso iäted_with their visual 

_appearances. 
Most of- these could be said to be 'pictures' - if 

objects in heavy relief were included in that category. There 

were some, however, that would not easily go down as pictures. A 

spray of dried flowers, for example. may have no other apparent 

function than those related to its visual appearance but it 

seems misleading to classify it as a picture. A stuffed fish is 

another example of an object raising much the same issues. 

In making the classification it was decided that an important 

characteristic of a picture is that it is person-made, the 

materials having been shaped, or organised, to constitute an 

image which has an identity distinct from the actual materials 

themselves. (It is recognised that such a qualification is 

merely a working definition and that it is contentious. Those 

within the fine art world who might, for example, argue that 

painting has no other content or referant than the materials 

themselves will have to bear with this. ) 

All objects - whether two or three-dimensional - which met 

this working definition were deemed to be pictures. Natural 

objects such as dried flowers and stuffed fish, when presented 

as 'themselves', were not classified as pictures even though 
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they might sometimes be presented in similar ways to pictures - 

under glass, framed and signed. However, an arrangement of sea 

shells in the image of a sailing ship was categorised as a 

picture. 

Non-functional objects, then, were divided into two sub- 

categories - 'pictures' (defined as constituted images with no 

other apparent functions than those associated with being an 

image) and 'other non-functional objects', eg pressed flowers. 

Functional Objects 

Functional objects were defined as all objects with a 

utilitarian function or functions of any kind (real or implied), 

distinct from those associated with their visual appearances. 

This large category was sub-divided into 'genuinely functional 

objects' and 'pseudo functional objects'. 

Genuinely functional objects were those principally designed 

to perform a real practical function and (at least originally) 

capable of fulfilling that function. Observations were made as 

to whether these objects were fulfilling a real function in the 

present life of the home. The functions of some were not 

applicable in the present context (eg coach lamps and bed 

warmers). Others did not work - clocks which had ceased to 

function but were retained on the wall. Like the larger 

functional/non-functional division, this distinction seemed to 

bear on the extent to which the object might be performing a 

visual role. 

Pseudo-functional objects were those which were not 

apparently principally designed to fulfil the practical function 
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to which they alluded. Some such objects were never capable of 

fulfilling the function at all (eg replicas of antique weapons). 

Others could conceivably fulfil the function, although probably 

not very effectively, but appeared to have been designed chiefly 

for reasons associated with their visual appearance. These were 

of the kind already mentioned and included ceramic dishes, 

screen-printed mirrors, thermometers on plaques and pictorial 

calendars where the pictures seemed the dominant purposes of the 

object. 

The categories identified can be summarised as follows - 

Non-Functional Objects 

Pictures 
Other Non-Functional Objects 

Functional Objects 

Genuinely Functional 
Pseudo Functional 

A Note On The Tables 

The Tables in Appendix I show what numbers of each of these 

categories of objects were found and where. 

The numbers in all the Tables and pye charts should be 

interpreted carefully. They are not presented as 'statistics' 

but simply as a numerical description of the objects 

encountered. The production of the Tables (and categorisations) 

was useful as a device to make myself aware of what I had 

encountered and to ensure that there was no kind of artifact to 

which I was failing to attend. 

It is obvious that the number of houses is not constant for 

each sample. Also access was not offered evenly to all kinds of 

rooms in all houses across the samples. Tables 3 to 6 show the 
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numbers of each kind of room studied in each sample and the 

numbers and kinds of objects found in each. 

Numbers do not reflect the relative sizes or prominence of 

objects. Numbers of objects, therefore, have a very limited 

relationship to their impact in a setting. Impact is dependent 

mostly on size and location in the house as a whole and on 

siting in any particular room. 

The figures for kitchens are particularly problematic. 

Kitchens often combined many functions. On the walls there might 

be utensils, telephone, calendar, memo-board, children's 

paintings, a notice-board with bills, train timetable, 

postcards, etc. While some of these objects were presented in 

such a way as to invite individual attention, others were part 

of a conglomeration of objects hanging, for example, on a single 

notice-board. Notice-boards were counted as single items. Some 

of these decisions had to be made on the spot. Because of these 

complexities, and the obviously practical nature of kitchens, 

Table 2 is presented for all rooms with kitchens excluded. 

With all these reservations stated, the figures crudely 

reflect the differences in the sizes of the houses in each of 

the samples. The spaces studied in Areas 2 and 3 were the most 

similar in size to each other and this is reflected in the 

numbers. The public spaces in each of these Areas consisted of 

kitchen, dining room or area, living room and hall or porch. 

In relating numbers of objects in one Area to those in 

another, it is important to remember that we are not comparing 

like with like. As Part III of this report shows, the 
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circumstances and ways of life in which the objects were 

situated and used were markedly different. Kitchens cannot 

simplistically be compared across the Areas. In Area 1 they were 

small self-contained rooms which were essentially used for the 

business of cooking, washing and ironing - and in some cases, 

still, for bathing. In Area 2, where houses were included to be 

open-plan in layout, kitchens were separated from dining areas 

by room dividers and work surfaces. They had a more 'gradual' 

relationship to the dining area. In Area 4, sometimes in Area 3, 

and sometimes in the Fine Art Sample, kitchens were large enough 

to combine cooking with space for informal family eating. In 

Area 4 laundry would usually be done in another utility room. 

In Areas 2,3 and 4 and the homes in the Fine Art Sample 

there were separate spaces for eating - although in Area 2 these 

were not dining rooms as such. But in Area 1 the living room 

performed the function of both dining room and sitting room. 

This is not just a matter of the same people with common 

interests and ways of life performing common rituals but in 

rooms of different sizes and layouts. The sizes, number and uses 

of rooms are inseparable from the traditions and ways of life of 

the occupants. The concept of a kitchen can be expected to 

differ between Areas. (Occasionally in Areas 1 and 2 it was 

referred to, indicatively, as a 'kitchenette'. ) Area 1 eating is 

different from Area 4 eating. It does not simply take place in a 

different room. Not only do people in Area 1 not have dining 

rooms but when they eat they do not 'dine'. 

As we shall see in later sections of this report, this 

applies to the objects hanging on the walls. Even if we 
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encounter the same physical object in Area 1 as in Area 4 (and 

we rarely do) it may not be performing the same role or have the 

same identity for its owners. 
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CHAPTER 2 

Classification of Pictures 

Because of the orientation of the project pictures were 

obviously of particular interest and these have been classified 

in more detail than other kinds of object. 

Pictures are complex artifacts and can be classified 

according to a wide variety of factors which are rarely 

discrete. This categorisation does not pretend to be clinical in 

that respect. The perspective of the fine art community does not 

include a set definition of a picture, much less a set of 

criteria for classifying them. 

Nevertheless, there are dominant frames of reference, however 

ill-defined, that enable initiates to move among pictures and to 

communicate with each other about them in terms which are more 

or less shared. A mixture of such notions as 'style', subject 

matter and media - as well as notions of quality - combine to 

locate pictures. It is in the terms of such an unstated 

'consensus' that the pictures in this Survey are classified at 

this point. However, while such a working consensus exists no 

single person embodies it and a classification made by any 

individual is likely to contain idiosyncracies. 

Perhaps the most clear categorisation of pictures in the fine 

art world is based onmedia. Much more complex are the 

distinctions between styles or idioms and these distinctions are 

of particular interest in this Survey. 

The first categorisation undertaken has been based on a 

mixture of such factors as the historical origins of works, the 

kinds of venues (in or out of the art world) that they might 
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inhabit, the compositional and stylistic conventions used, and 
f 

the apparent level of skill - understood as apparent 

intentionality and control within a particular idiom. Sometimes 

other knowledge collected about the works has been brought to 

bear on the categorisation and this is discussed in the larger 

description of the Categories which follows. All the pictures 

encountered were first classified in this way. (A summary of th 

classifications is presented at the end of this capter. They 

are elaborated in more detail in Chapter 3 of this Part of the 

Thesis. ) 

A second classification has been based on the medium used. 

This resulted in the following large divisions: 

Paintings and Drawings 

Prints 

Low Reliefs (including hanging three-dimensional objects) 

Fabric Collages/Embroideries/Tapestries 

Photographs 

Miscellaneous Pictures 

These divisions underly the first categorisation so that a 

painting in Category 5a is considered to employ similar 

conventions and have similar stylistic characteristics to a 

print in Category 5a. 

Photographs have been treated as a separate Category. It 

might have been appropriate to categorise them with the same 

degree of formal and stylistic discrimination as other pictures. 

'Traditionalist' and 'modernist' Categories could reasonably be 

applied to photographs, for example. However, although 
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photographs were numerous, the Survey did not reveal such a 

diversity as to justify this approach. The only distinctions 

made are between amateur and professional/commercial on the one 

hand, and between 'originals' and 'reproductions' on the other. 

Rather than seek to integrate photographs with other pictures, 

two separate Categories (12 and 13) have been created for them. 

Photographs are, of course, discussed in the report as they 

occur in the settings. 

Pictures with things in common often have many differences 

and it is tempting to create more and more Categories to 

accommodate diversity. However, too many Categories would defeat 

the purpose which is to draw some sort of sketch map to assist 

in simplifying and making sense of the terrain. While the result 

of this imposition and simplification is an impoverished 

reflection of the richness and diversity of pictures 

encountered, it could equally be argued that too many Categories 

have been created to constitute a useful map. 

The Categories have been created specifically to accommodate 

the pictures found in the survey, but the descriptions of 

Categories which follow have sometimes widened to include the 

characteristics of like works not encountered. The pictures 

found in the Survey are part of larger worlds of images. In this 

Part of the report it is not so much the specific pictures found 

that are of interest but the kinds of pictures. 

Very broadly, the Survey tended to support a loosely 

symmetrical categorisation between originals and reproductions, 

such that it might be possible to place originals in one column 

and the equivalent reproductions in a parallel column. (As in 
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the schematic summary at the end of this chapter. ) Taken too 

literally, such an exact symmetry would disguise significant 

differences between some of the reproduction Categories and 

their 'equivalent' original Categories. For example, some 

reproductions incorporated other characteristics such as being 

'reproduced' in other materials - drawings etched into copper or 

steel. Thus, although it makes the Categories more numerous, 

reproductions are categorised independently from originals and 

an attempt has been made in the larger discussion to describe 

the distinctive characteristics of each. 'Typical' examples from 

each Category are illustrated with photographs. The Tables in 

Appendix II combine the stylistic/historical categorisation with 

that of media and show the distribution across the Survey. 

Originals and Reproductions 

Like most of the distinctions being drawn in this 

classification, that between originals and reproductions is 

difficult to make precisely. For the purposes of this 

categorisation the distinction has been based on two main 

factors - the extent to which the production of the image seemed 

to have involved 'the artist's' hand (or at least his or her 

close direction) and the extent to which it was 'being itself' - 

as distinct from simulating other materials. 

While both characteristics are commonly associated with the 

distinction between originals and reproductions, neither is as 

simple as it might at first appear. Some objects were made in 

large quantities and combined hand-made and mechanically-made 

features. In such cases, it was a matter of judgement as to 
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which was given dominance. Some plaster low reliefs, for 

example, obviously made from moulds (nevertheless probably 

involving work by hand) were apparently hand-painted and 

'signed' in the plaster. These were classified as originals. The 

weightiest criterion has been the extent to which the object 

simulates other materials or processes. The 'limited editioned' 

hand-signed reproductions of paintings which are often referred 

to as limited edition 'prints', have been classified here as 

reproductions - essentially because they simulate another 

medium. They have also been classified as paintings 

(reproductions of) rather than as prints. However, their 

existence as a particular kind of object is noted and discussed 

in the text. 

Most paintings and drawings present few problems. Originals 

are made in paint or drawing materials by an artist's hand. They 

also present themselves as paintings and drawings. This does not 

preclude 'mass produced' originals in which the image might be 

very similar in each case but each made separately by the 

artist. Nor does it preclude copies. Thus a copy of an old 

master by an amateur artist would be classified as an original 

painting. 

Predictably, the most difficult Category has been prints, an 

area of acknowledged complexity (Gilmour 1978). Where 

traditional prints are concerned, the key consideration has been 

whether or not the image has been produced from the original 

plate, block or stone. If it has, it has usually been 

categorised as an original - regardless of the number that might 

have been produced or of the 'originality' of the image. Many 
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period prints encountered were taken from images made by other 

artists -a fact usually acknowledged by the presence of two 

names under the image. If these appeared to have been printed 

from the original plates they were categorised as originals. 

Where it appeared that the image had been transferred 

photographically to another printing process, it was classified 

as a reproduction. In the cases of more recent print processes - 

screenprints, for example - the presence of the artist's 

signature put the work in the original Category. 

As is stated in the description of each Category, photographs 

have been deemed originals if printed through the photographic 

negative, and as reproductions when the image has been 

transferred to another printing process. 
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CHAPTER 3 

Elaboration of Classification of Pictures and Their Locations 

ORIGINALS 

Category 1 

(Illus. 1/FA) 

(Illus. 2, , FA) (Illus. 3/FA) 

Relatively recent originals by fine artists working within 

conventions which have currency in the contemporary fine art 

world. (Such artists could usually be expected to have been 

trained in fine art institutions. ) At the beginning of Part I 

this kind of work was, with qualification, characterised by the 

term 'modernism'. 'The British Art Shows' of 1980 and 1984, 

organised by the Arts Council, were cited as indicators of the 

kind of work which would fit this Category during the period of 

this research. 
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However, Category 1 extends considerably beyond the very 

recent and, perhaps, particularly avant garde works which appear 

in such national survey exhibitions. Works which qualified for 

the Category were sometimes older established 20th century 

artists. They were easier to recognise than to encapsulate in a 

single definition. 

The way of placing 'doubtful' pictures was to consider the 

kinds of venues and shows in which they might be most at home. 

If an image would not have looked out of place in an exhibition 

of contemporary fine art, it has been included here. 

Proportion of Category 1 Pictures in Each Area 

Area 1 Area 2 Area 3 

[7 = Category 1 pictures 

Area 4-P. A. Sample 
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Category 2 

(Illus. 4/4) 

Category 2a example. 

(Illus. 5/4) 

Category 2b example. 

Originals by historical artists working within conventions 

which have currency in the contemporary fine art world's 

perspective on art history. This can be sub-divided into two 

Categories: 

a) Originals by apparently professional artists produced 

relatively recently within the conventions of the 

modernist tradition (approximately late 19th and early 

20th century). 

b) Originals by historical figures recognised in the 

historical literature and public collections of the 

institutions of fine art as having high status in its 

selective perspective on art history. 

Pronortion of Category 2 Pictures in Each Area 

Area 1 Area 2 Area 3 Area 4 

F] = Category 2a pictures = Category 2b pictures 

F. A. Sample 
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Category 3 

(Illus. 64) (Illus. 7/4) 

Category 3a examples 

(Illus. 8/4) (Illus. 9/4) 

Category 3b examples 

Originals by 'traditionalist' artists - usually 

professionally trained in fine art or, at least, relatively 

skilled within established conventions - but excluded from the 

contemporary fine art world and/or having relatively minor 

status, if any, in its selective perspective on art history. 

This Category can be elaborated into two sub-divisions: 

a) Works by recent or living artists (eg Rowland Hilder and 

Peter Scott) which could have once been typified by 

reference to the Royal Academy Summer Exhibition up to 

about 20 years ago when this began to be complicated by 

the broadening of the Academy's membership to include 

134. 



artists from Category 1. such as Blake and Paolozzi. 

Exhibitions of such institutions as The British Society of 

Watercolourists are another indicator of this kind of 

work. 

b) Period works or genre works of a traditionalist character, 

eg landscapes, seascapes. 
_topographical 

prints, - sporting, 

equestrian and military pictures. (Some traditional - 

oriental images and images from other foreign cultures 

were included in this Category. ) 

Proportion of Category 3 Pictures in Each Area 

Area 1 Area 2 Area 3 Area 4 F. A. Sample 

Q- Category 3a pictures Category 3b pictures 
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Category 4 

(Illus. 12: 4) 

Category 4b examples 

(illus. 14; 4) 

Recent originals (in the Survey they were mostly paintings 

and drawings) which would not be found in institutions of either 

contemporary or traditionalist fine art. They are eclectic works 

which take from the conventions of fine art as well as 

illustration and graphics. They present themselves as 

'legitimate' contemporary or period works. To the most liberal 

fine art eye, however, basic conventions are violated (eg there 

is an arbitrary match of subject and method; superficial 

conventions of paint application are adopted without mastery; 
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(Illus. 13/4) 



the tonal modulation in the picture as-a whole lacks integrity 

and control). They'would look as out of place in a professional 

fine art exhibition-as an article from The Sun in an academic 

journal. 

What these works have in common, apart from one or more 

characteristics that would disqualify them from professional 

fine art acceptance, is that they affect the appearance of 

contemporary or traditionalist art. 

This Category can thus be divided into: 

a) Images which affect characteristics of relatively recent 

fine art. The handling - usually gestural - seems to be 

the major purpose-of the work. This seems to-be essential 

to the implication of 'contemporariness'. 

b) Images which imitate period or traditionalist genres. They 

are created to look like antique works, eg figures in 

period costume and still lives. One picture (in Area 4) 

included in this Category was a 'traditional' African 

image. 

Proportion of Category 4 Pictures in Each Area 

Area 1 Area 2 Area 3 Area 4 F. A. Sample 

Q= Category 4a pictures M= Category 4b pictures 
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(Illus. 16/1) 

1ý ý"ý^ý 

(Illus. 17,3) (Illus. 18,1) 

Category 5b examples 

(lllug. 19,1) 

Whereas the images in Category 4 affect (for the non- 

initiate) the appearance of high art, those in Category 5 do 

not. This Category consists of originals by artists with no 

apparent training in fine art who are operating commercially 

without any pretences of being part of traditional or 

'legitimate' fine art commercial practice. Sold on market stalls 

and in souvenir shops, they consisted, in the Survey, of 

inexpensive, often 'mass produced' originals - that is, hand 

made but apparently in large numbers with similar designs. They 
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Category 5a examples 



seemed to have a substantial 'novelty' dimension in terms of the 

materials employed and,. sometimes, the subject matter. 

Sometimes, framing and the presence of signatures played with 

the trappings of high culture. 

This Category can be sub-divided into: 

a) Works drawing on the pictorial conventions of fine art - 

or alluding to them. 

b) Works not doing so, eg 'cartoon images'. 

Proportion of Category 5 Pictures in Each Area 

Area 1 Area 2 Area 3 Area 4 F. A. - Simple 

= Category 5a pictures  = Category 5b pictures 
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Category 6 

(Illus. 20/3) (Illus. 21/3) (Illus. 22/2) 

Category 6a examples 

(Illus. 23/3) 

Category 6b examples 

(Illus. 24/1) 

Originals by apparently untrained and 'non-commercial' 

artists - ie not apparently made with serious commercial intent. 

(In some cases money might have changed hands in the acquisition 

of these pictures but the artists are essentially 'amateur' - 

painting as a pastime rather than professionally in any sense). 

These are works often made by members of the household or 

friends. The Category can be sub-divided into: 

a) Works employing, or apparently aspiring towards, the 
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traditional conventions of fine art. 

students - relatives of the family - 

Category, as well as works by people 

classes in art or members of amateur 

works produced from bought ki-ts were 

b) Works not employing such conventions 

or, for example. 'cartoon' images. 

were included in this Category. ) 

(Occasional works by 

were included in this 

attending evening 

art groups. Also 

included. ) 

- either 'primitive' 

Children's paintings 

Proportion of Category 6 Pictures in Each Area 

Area 1 Area 2 Area 3 Area 4 F. A. Sample 

Category 6a pictures = Category 6b pictures 
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REPRODUCTIONS 

Category 7 

Reproductions of Category 1 originals. 

(Illus. 25/3) 

Category 7 examples 

(Illus. 26/FA) 

Apart from one David Hockney and three Lowrys, these 

consisted of a few framed exhibition posters in the Fine Art 

Sample. 

Proportion of Category 7 Pictures in Fach Area 

Area 1 Area 2 Area 3 Area 4 F. A. Sample 
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Category 8 

(Illus. 28/'FA) 

Category 8a examples 

(Illus. 30/2) 

Category 8b examples 

Reproductions of Category 2 originals. In the Survey these 

were usually 'household names'. 

a) Reproductions of Category 2a originals, eg Albert Marquet, 

Matisse and Picasso. 

b) Reproductions of Category 2b originals, eg Constable, 

Stubbs, Turner, Degas, Monet. (One machine-pressed brass 

plaque, in Area 1, bearing the image of 'Whistler's 

Mother' and a poem about motherhood was included in this 
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Category although-it was hardly a reproduction of the 

Whistler. As anyexample of the presence of a high art 

image it seemed appropriate to classify it here. ) 

Proportion of Category 8 Pictures in Mach Area 

Area 1 Area 2 Area 3 Area 4 P. A.. Sample - 

= Category 8a pictures = Category 8b pictures 
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Category 9 

(Illus. 32/4) 

(Illus. 33/3) (Illus. 34/4) 

Category 9b examples 

Reproductions of Category 3 originals sub-divided into: 

a) Reproductions of Category 3a originals. 

b) Reproductions of Category 3b originals. (Reproductions of 

the Bayeux Tapestry and the Wilton Dyptich cut from 

magazines were included in this Category. Also some 

traditional works from foreign cultures. ) 

Proportion of Category 9 Pictures in Each Area 

Area 1 Area 2 Area 3 Area 4 F. A. Sample 

== Category 9a pictures Category 9b picures 
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(Illus. 35/2) (Illus. 36/3) 

Category 10a examples 

(Illus. 38-4) 

Category 10b examples 

This Category of reproductions has similarities to Category 

4. The sub-divisions of this Category - contemporary and period 

- have in common an apparent concern with a particular 

'contemporary furnishing' idea. 

146. 

Category 10 

(Illus. 37.2) 



a) Paintings by relatively competent artists, perhaps art 

school trained (probably as graphic designers or 

illustrators) producing work which falls outside both the 

modernist and traditionalist worlds, who loosely affect 

stylistic conventions, qualities-and idioms associated 

with contemporary painting. Perhaps understandably, since 

they have achieved reproduction, -the works tend to-be-more 

competent than those in Category 4a. They are considerably 

more expensive than the reproductions of Category 11 and 

are usually more substantially framed. 
_ 

It is interesting that only four pictures in this Category 

were-encountered in the Survey. It is obviously a 

speculative point, but this Category (perhaps along with 

_ 
11a)-is likely to represent the kind of pictures often in 

mind in the contemporary fine art world when generalised 

references are made to 'popular reproductions'. The work 

of Colin Paynton, for example, chosen as the key image in 

the publicity for Richard Cork's film, 'The Art We 

Deserve', would fall into this Category. Although these 

pictures vary greatly, they have the common characteristic 

(as with Category 4) that style seems to be of paramount 

significance in each picture. They range from pictures 

which emphasise slick gestural handling to those using a 

pseudo surrealist treatment of subject matter. 

b) Most numerous in this Category are modernised or 

'contemporised' period images. As with (a), a-contemporary 

furnishing idea seems operative. In this Category are 

photo etchings of old engravings on copper or steel. They 

cannot be described as reproductions of antique works 
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since they modify the original significantly in the 

process of reproduction - if only through printing onto 

alternative surfaces. Some conventional reproductions of- 

imitation period images were included in this Category. 

Proportion of Category 10 Pictures in Each Area 

Area 1 Area _2 
Area 3 Area 4 F. A. Sample 

ý] = Category 10a pictures Category 10b pictures 
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Category 11 

(Illus. 39/2) 

(Illus. 42 /1) 
Category 11a examples 

a 

lS 

t1` 

ir 

(Illus. 44/1) 

Category 11b examples 

(Illus. 40/2) 

ýo} ýcý 

(Illus. 43/1) 

(Illus. 45.2) 
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Reproductions very loosely consistent with Category-5 in 

quality and price. 

These can be sub-divided into: 

a) Reproductions (mostly of oil paintings) employing the 

conventions of traditionalist fine art. or aspiring 

towards them, perhaps produced specifically for this 

-particular inexpensive reproduction market, eg landscapes. 

horses and the works of Dallas Simpson and Leighton Jones, 

featuring children with large teardrops in their eyes, 

_ 
guitar players, donkeys and dogs. 

b) Reproductions-of originals not employing the conventions 

of fine art, eg cartoon images. 

Proportion of Category 11 Pictures in Each Area 

Area 1 Area 2 Area 3 Area -4F. A. Sample 

Category 11a pictures Category 11b pictures 
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PHOTOGRAPHS 

(Illus. 4711) (Illus. 48%2) 

Category 12a examples 

as ý ýý ý 
(Illus. 49/4) 

Category 12b example 

Original photographs - ie printed onto photo-sensitive 

material which involved the registering of light passing through 

the photographic negative for each print. These were all of 

family members, relatives or family events such as weddings. 

a) Originals produced by professional/commercial 

photographers. 

b) Originals taken by amateurs - usually members of the 

family. 
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Proportion of Category 12 Pictures in Each Area 

Area 1 Area 2 Area 3 Area 4 F. A. Sample 

Q- Category 12a pictures M: Category 12b pictures 

Y 
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Category 13 

(Illus. 50/3) (Illus. 51/2) 

Category 13 examples 

Reproductions of photographs, ie printed from some form of 

plate and not involving the use of the photographic negative for 

each print. These were mostly of landscapes or townscapes (two 

film posters - predominantly photographs - were included here). 

Proportion of Category 13 Pictures in Each Area 

Area 1 Area 2 Area 3 Area 4 F. A. Sample 

153. 



1, (;, "3 Of 

Each circle represents tie T oD lation O picture 1 part 0 the Surve? 

`he sew le. ^. ts r°: Jresent tthe Oat? ^vrl so 'p1 C tore 83 . 1@_1: d11 the `)rev_ous 

D^. g-es. 
'; I1ere aC . 

te? or7 of picture constituted less than 5 '' Of the total i 

is included as part o the 'Others i category. 

Picture Category. 9a 9b 1Ob 11a 11b 12a 12b Others 

Code. 

Area 4 F. A Sample 



PART V 

THE OBJECTS IN THEIR SETTINGS 

(In An Outsider's Classification) 
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PART V 

THE OBJECTS IN THEIR SETTINGS: (In An Outsider's Classification) 

Introduction 

Having established a categorisation a more discursive account 

of the objects in their settings follows, using the Categories 

as a framework. Pictures are discussed by media under which 

headings the 'stylistic' Categories in the previous chapter are 

identified. 

However, while this more elaborated description follows the 

Categories of an 'outsider' it begins to account for the objects 

in ways that are informed by evidence collected during the 

research. This has involved interpretation. For reasons already 

stated, it has to be maintained that all descriptions (like all 

perceptions) are interpretations - selective observations from 

particular perspectives. A description which singles out a 

picture for attention from the wallpaper on which it hangs is a 

selective interpretation of the visual field; to think of it as 

a picture at all is an interpretative act; to see human beings, 

chairs and tables represented in it is a further act of 

interpretation. However, all of these would be considered, at 

least by other British people familiar with the general use of 

pictures, as straightforward and more or less uncontroversial 

descriptions rather than 'interpretations'. 

Panofsky (1983) takes a similar view. He identifies three 

'strata' of meaning to be apprehended in pictures, the first two 

of which he considers to be essentially descriptive, reserving 

the notion of 'interpretation' for the third. The strata of 

meaning and associated methods are - 
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1. Primary or natural subject matter - the recognition in 

pictures of, for example, human beings or animals (pre- 

iconographical description). 

2. Secondary or conventional subject matter - the recognition 

that a particular figure is a picture of St. Bartholomew 

(iconographical analysis). 

3. Intrinsic meaning or content - "... apprehended by 

ascertaining those underlying principles which reveal the 

basic attitude of a nation, a period, a class, a religious 

or philosophical persuasion... " (p55) (iconological 

interpretation) 

Without adopting Panofsky's model as a systematic basis for 

the approach to pictures in this study, the account of pictures 

which follows can be seen to range across all three of his 

strata. Some of the descriptions of pictures approximate, as 

interpretations, to Panofsky's notion of 'iconological 

interpretation' in that they go beyond what might be thought of 

as the cataloguing of 'obvious', or immediately apparent, 

characteristics of pictures in attempts to describe less 

tangible (and therefore more contentious) meanings which relate 

to the particular situations, interests and life circumstances 

of their owners. 

Panofsky's terminology of 'intrinsic meaning' is 

uncomfortable for this study in its implication that meaning 

exists exclusively in the work rather than in the interactions 

between the work and particular spectators. 

From his perspective as an art historian, a focus on the work 

157. 



is understandable. In so far as 'intrinsic meaning' can be taken 

to denote what Panofsky calls elsewhere1 the 'original 

intention' of a work, it is uncontroversial here though such 

meanings are arguably unattainable (Wolff 1982). But while the 

art historian's concerns with original intentions and meanings 

relate to the production of artifacts, this study is primarily 

concerned with the uses to which they are put. It is significant 

that - outside of the Fine Art Sample - very few of the pictures 

in the Survey were commissioned or produced by their owners. 

Thus, while the descriptions and interpretations offered here 

are related to Panofsky's concerns with the interpretation of 

images, they are significantly different in that the essential 

concern is not to arrive at definitive interpretations of 

the images - and certainly not to divine their 'original 

meanings'. Rather, it is an attempt to interpret the meanings 

they have for their current owners, to ascertain owners' 

interpretations. The notion of the ethnographer's account as 'an 

interpretation of interpretations' is particularly apt here. 

This research focuses throughout on what people were doing 

with particular pictures. As Wolff (1982) points out, the 

possibility of 'correct' or 'valid' interpretations of works of 

art "... really only concerns a very. particular, specialised, and 

analytically motivated reading of texts or other cultural 

products... " (p107) undertaken by literary critics or art 

historians. "From the point of view of the ordinary reader (or 

viewer or audience), of course, it is not even something which 

is attempted. " (p107) Panofsky shows himself to be well aware of 

this in his discussion of the 'naive beholder'2. 'Ordinary 
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people' in the Newcastle Survey used pictures in their own ways, 

bringing to them their own prejudices, expectations, 

requirements and aspirations. In fact, in the Survey there is no 

doubt at all that people were often using pictures in very 

different ways from what might have been originally intended. 

Different groups of people were sometimes using the same, or 

similar images differently. 

In the words of Geertz (1976) - 

"It is, after all, not just statues (or paintings, or poems) 
that we have to do with but the factors that cause these 
things to seem important - that is, affected with import - to 
those who make or possess them, and these are as various as 
life itself. " (p1499) 

Since, in this research, the owners of the pictures were 

available to talk about how they were using and understanding 

their pictures, the location of meanings in the spectator's 

interactions with the pictures - as distinct from the pictures 

themselves - was very apparent (Iser 1985). 

Having said all this, it should be emphasised that the 

characteristics of the pictures are understood, here, to be 

essential to the facilitation of the specific uses to which they 

were being put. They are not arbitrary. They are understood to 

be, for one reason or another, particularly appropriate to the 

facilitation of particular interpretations and uses. 

Furthermore, since, as the Survey will show, people were not 

always conscious of, or able to articulate, the ways in which 

they were using the objects in their lives, it is necessary to 

attend carefully to the pictures in order to adduce what 

possible interpretations they are capable of facilitating which 
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concur with the evidence derived from other observations and 

conversations, as well as with the assumptions about class and 

culture in Britain stated at the end of Chapter 1. 

In other words, sometimes in this study it is possible to 

describe pictures - interpret them for the 'foreigner' - in 

terms which have been learned during the Survey from discussions 

with their owners. At other times it has been necessary to 

arrive at the possible meanings of pictures for their owners 

myself in the light of all the other forms of evidence available 

to me - including the characteristics of the pictures 

themselves. 

This initial visitation of the objects in their settings 

makes few references to their owners. In a sense it is an 

account of an unpeopled landscape. The objects are then visited 

again in Part VI with their owners and described according to 

their categorisations. 

It is hoped that these successive journeys through the 

terrain will strengthen the account, more sophisticated insights 

becoming available as the work progresses. 
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CHAPTER 1 

The Fine Art sample 

Overview 

The homes of the members of the fine art community were hung 

with pictures. That, in effect, was what the walls were used 

for. Very little else occupied them. As Table 1 in Appendix I 

shows, although there were fewer homes in the fine art sample 

than in the others, they contained the second largest number of 

pictures and (roughly together with Area 4) the highest 

proportion of them - nearly 90% of all the objects. 

The way in which the pictures were presented demonstrated 

their importance to their owners as individual objects of 

interest. Walls were generally painted a single colour - usually 

white. Against the uncluttered surface the pictures were 

isolated for attention, hung in an ordered way and at 

consistent, 'viewable' heights. 

There was a higher proportion of relatively large pictures 

here than elsewhere in the Survey and they were often on walls 

of modest size. It was not considered necessary to have a large 

wall to hang a large picture. The implication was that pictures 

themselves were important. They were not there principally to 

enhance the walls. But this was a relative matter. There were 

times, for example, when plants had been allowed to grow across 

pictures, indicating that visual accessibility was not the 

exclusive concern. Throughout the observations in the Survey it 

becomes clear that pictures are used in a multiplicity of ways. 

This was so in all parts of the Survey. However, particular 

settings had distinctive uses for pictures, or gave priority to 
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particular uses. 

Functional and Pseudo-Functional Objects 

In the homes of members of the Fine Art Sample, there were 

not many functional or pseudo-functional objects on the walls. 

As Table 1 in Appendix I shows, the proportion of them was the 

smallest in the whole Survey. 

Pseudo-functional objects, in particular, were virtually 

absent. There were, in fact, only three of these. An unused 

commercial calendar dominated by reproductions of period 

landscape prints hung in a study among a cluster of other 

things; a commercial thermometer bearing an advert for an 

airline hung in a kitchen; a traditional ceramic dish hung on 

the unplastered stone wall of a large fireplace in a living room 

(Illus. 52/FA). 

The rest of the functional objects (27 of them, more or less 

evenly distributed across the eleven homes) were genuinely 

functional. Kitchens and halls accounted for most of them - 

mirrors and clocks being the most common. The majority were 

antiques. Some of the antiques (eg carpet beaters and one set of 

primitive weapons) had functions which were not applicable in 

the present context. The weapons (Illus. 53/FA) were in dark 

natural wood and thought by their owners to be Maori. To an 

outsider they were not recognisable as weapons. (See 'Some 

Weapons and Shields' at the end of Part VI. ) 

The almost complete absence of pseudo-functional objects was 

accompanied by the absence of pseudo materials in which objects 

were made. Materials did not pretend to be other materials. 
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'Natural' materials - unpainted wood and stone - were common in 

the rooms and among the objects, as were 'natural' colours. 

There was a self-conscious absence of artifice. 

While some of the antique clocks had inlaid veneers and 

mother-of-pearl decoration on them, most of the genuinely 

functional objects were not heavily decorated and carried no 

pictorial embellishment. Their visual qualities were invested in 

the materials - usually polished wood - the design and the 

making. 

There was a clear distinction between utilitarian objects and 

pictures. 

Pictures (General) 

Outside the fine art sample, 'pictures' were nearly all 

figurative images - depictions of one sort or another. This was 

true in both middle-class and working-class homes, although - as 

will be seen - there were considerable differences in the nature 

of the depictions and the way they were understood and used. 

Within the fine art community 'pictures' had more generalised 

connotations. Sometimes they were 'depictions'; sometimes they 

were not. There was great variety in their appearances - albeit 

within certain detectable conventions - recognisable to an 

initiate as those of 'fine art'. 

To accommodate this variety within a single description it is 

tempting to resort to the kind of fine art world definition - 

'pictures are surfaces upon which marks are organised... ' 

It was apparent that this was a professional culture of 

pictures; to be more accurate, a professional culture of 

picture making. 
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Whether or not particular picture owners were themselves 

picture makers (artists) it was central to their interest in 

pictures that they were made, and this interest seemed to 

permeate their presentation. Nearly all of them were originals, 

made in ways that ensured that their facture was apparent; ways 

that celebrated the material process of the making. The almost 

complete absence of reproductions was consistent with this 

enthusiasm for evidence of facture. 

In addition to an apparent concern with facture, the pictures 

shared the stylistic characteristics and competencies associated 

with an education in the practice of fine art. They were 

pictures made by 'initiates' relatively skilled in the processes 

of picture making associated with the fine art tradition, and 

aware of the precedents and contexts of that tradition. 

More specifically, the majority of the pictures demonstrated 

the conventions and characteristics of contemporary fine art 

(Category 1). One of the most clear findings of this study is 

that these were the only homes in the entire Survey that 

contained pictures of this kind in any quantity. (See the pye 

charts with the classification of pictures in Part IV, Chapter 

3). These contemporary pictures showed great variety in size, 

treatment, medium and subject. 

Excluding photographs and pictures made by children, nearly 

all the other pictures in these homes were original 

traditionalist works, mostly by recent or living artists 

(Category 3a) or, fewer in number, period works (Category 3b). 

The traditionalist works were more consistent in character than 
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the contemporary pictures. 

It seemed that the traditional concerns of observational 

drawing and representation were respected as a legitimate part 

of fine art practice, whether seen historically or as a living 

activity. Many of the traditionalist works were made by the 

owners themselves, either as part of their earlier education or 

as a continuing part of their practice. This 'traditionalism' 

did not exist in a commitment to the past but in a concern with 

working from observation. 'Modern' elements (tractors, telephone 

cables and pit-head gear) would be included in landscapes as a 

part of this 'objectivity'. There was one traditionalist print 

of a miner at work, an unusually direct reference to the local 

world of industry in the context of the Survey. 

While members of the Fine Art Sample were able to accommodate 

both traditionalist and modernist pictures, the latter were in 

the majority as can be seen from Table 5 in Appendix II. Though 

about half the homes contained both modernist and traditionalist 

pictures, all but one of them contained modernist works. The 

exception was the home of an artist/school teacher, whose walls 

were occupied mainly by his own traditionalist landscapes. 

Four homes contained pictures which were almost exclusively 

modernist (Category 1). These were all occupied by artist/art 

college teachers and this finding relates to the earlier 

discussion in Part III of the particular professional 

circumstances of this group. 

The modernist pictures on the walls in the homes of members 

of the Fine Art Sample could rarely be said to be challenging to 

the initiate. Most would be reassuringly modernist images to 
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those who lived in that world. In a world which tends to 

describe itself as being experimental and concerned with 

challenging existing thought, modes of perception and statement, 

these pictures were confirmatory rather than dissenting. They 

were representatives of a persuasion rather than questioners of 

it. 

Non-figurative, or abstract, pictures were common. They 

constituted between a quarter and a fifth of all the pictures 

and were in all homes except two. With a few exceptions, which 

will be discussed in relation to the Areas in which they 

occurred, the homes of members of the fine art community were 

the only ones in the Survey to have such images on the walls. To 

an outside observer it was apparent that this was the only group 

in which mark-making and the formal characteristics of pigmented 

surfaces were given status and value in their own right; not as 

decorations to utilitarian objects, nor necessarily as symbols 

with fixed and shared meanings, but as marks made by one 

intelligence for the exploration of others. If they represented 

anything it was the artist's act of making. They were 

unequivocal evidence of a culture of image-making needful of 

neither depiction nor utility beyond those utilities (values) 

associated with the acts of making and contemplation themselves. 

At the same time as sharing a common tradition of picture 

making, the pictures were situated knowingly in relation to each 

other and in relation to the tradition. There was usually an 

apparent rationale, however peculiar to the particular 

household, in the combination of pictures -a rationale that 
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included awareness of the nature of picture making. Sometimes 

this rationale was simply that the pictures were nearly all by 

the artist who owned the house. At others it was more 

intangible, a coherence related to media, styles and artists. 

These visible relationships between pictures were usually 

supported by the subsequent conversations with their owners. 

There was, then, both consistency and diversity in the 

objects on the walls in the homes of members of the Fine Art 

Sample. They were consistent in their ordered presentation, in 

being pictures and in being within the fine art tradition; they 

were diverse in the varieties of size, medium, subject and, 

within certain conventions, treatment. 

There was humour among these pictures. But, like any other 

humour, you had to know what the jokes were about. It was not 

the humour of human interactions. It was humour that operated 

within the concerns of image-making; about traditions of image 

making and associated meanings; relationships between images and 

reality; spacial conundrums. Humour about the man-made and the 

natural; about 'good' and 'bad' taste; humour about the way the 

natural world can appear and be depicted. 

Humour about contradictions (Illus. 54/FA); between the 

apparent lightness and precision of the silhouette and the 

weight and ruggedness of the rocks from. which it is made; 

between the sombre seriousness of the panoramic skyline and the 

jaunty irreverance of the arrangement of rocks; between the 

temporariness of the structure and the permanency of the 

materials; between the flatness of the visual pattern and the 
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essentially three-dimensional building properties of the stone; 

between the tradition of monumental landscape sculpture upon 

which the piece draws and the frivolity of the image; 

ultimately, perhaps, between the trivial impermanence of the 

interventions of humans and the perrenial continuity of nature. 

A cow appears over a wall (Illus. 55/FA), both part of the 

built environment and not a part of it. A cow and yet not a cow. 

Given equality of treatment with the wall it is present but not 

chosen, sliced off arbitrarily. Some of the humour exists in the 

way the cow is not being treated; about the tradition of 

landscapes which deploy cows in very different ways. 

A fly trapped accidentally in a pressed flower arrangement is 

retained for the sake of the humour in the chance event and its 

incongruity with the tradition of pressed flower arrangements 

(Illus. 56/FA). 

A china dog is hung because the obvious 'bad taste' is funny" 

(Illus. 57/FA). 

At the same time as being professionals, members of this 

community were situated within kinship and social relationships 

like anybody else. What I was observing in their homes was a 

meeting of their professional and domestic uses of pictures. 

These were not gallery exhibitions set up in private homes. 

While the pictures were hung much as they would be in an 

exhibition of contemporary fine art, the combinations of 

pictures contained in most of the homes were unlikely to be 

found in such a show. Consistencies were a product of the 
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particular history and interests of the household rather than 

the chronological or thematic concerns of art world scholarship. 

Landscape was the most common subject matter in the pictures, 

though this was as often used very freely as a 'source' as it 

was as a subject for observation and depiction. There was a wide 

range of treatments of landscape, ranging from traditionalist 

(Illus. 58/FA) to modernist (Illus. 59/FA). Figures, including 

portraits, and images which included animals were also common - 

although, in the latter, animals were rarely 'the subject'. 

Paintings and Drawings 

Of the 215 pictures documented in the homes of members of the 

fine art community, 120 were original paintings and drawings. 

Among these there were approximately equal quantities of oil 

paintings, watercolours and drawings - the latter mostly in 

pencil or charcoal. 

There were paintings and drawings in all the homes except one 

- lived in by a printmaker who, apart from some drawings by his 

children, had mostly his own prints on the walls. The paintings 

and drawings constituted a wide spectrum from the obviously 

modernist to the obviously traditionalist. Between these there 

were intermediate works, less easily situated. 

The majority of the paintings and drawings were classifiable 

as Category 1- examples of contemporary fine art. The following 

are examples of works which clearly fit that category as it has 

been defined here (Illus. 60/FA; Illus. 61/FA; Illus. 62/FA). 

These pictures would not only look at home in a British Art Show 

but three of them are by artists who have actually been 

169. 



represented in such events in recent years - Henry Mundy, David 

Nash and Brian Fielding. 

At the other end of the modernist category there were 

figurative works, modest in scale, and of traditionalist 

subjects - landscapes, portraits or flower studies, whose 

compositional structures, gestural handling and representational 

'liberties' excluded them from a traditionalist classification 

(Illus. 63/FA; Illus. 64/FA; Illus. 65/FA; Illus. 66/FA). As 

modernist works, these cannot be described as challenging. 

They would be unlikely to appear in the next British Art 

Show. They would not be out of place, however, in more 'day-to- 

day' exhibitions in contemporary art venues in, say, Cork 

Street, and, on balance, would look more out of place in venues 

selling traditionalist art. 

It was interesting that three homes had closely related 

paintings by Winifred Nicholson on the walls - images of flowers 

on window sills. This was apparently a very local influence. All 

three of the homes were situated in rural Northumbria, each 

within a few miles of Winifred Nicholson's home in the LYC 

Museum and Art Gallery. This remote gallery, subsidised by 

Northern Arts, was an outpost of contemporary fine art and the 

local members of the fine art world supported it strongly. They 

also will have shared the acquaintance of Winifred Nicholson 

who, at the time of this Survey, was recently dead. The three 

people I visited had each bought and/or been given examples of 

Winifred Nicholson's work. It was a demonstration of the reality 

of the 'fine art community' in a very local sense. 

Those original paintings and drawings which were not 
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modernist were nearly all classifiable as traditionalist works 

by recent or living artists (Illus. 67/FA; Illus. 68/FA; Illus. 

58/FA). Some of the paintings and drawings classified here as 

traditionalist were less clearly in that Category than others: 

Illustrations 69/FA and 55/FA, for example, were classified as 

traditionalist, but in scale, conception and composition they 

are not central to that Category, at least in the context of the 

Survey. They would have been unusual in Area 4 where 

traditionalist works were most common. 

There were a few traditionalist originals from Eastern 

cultures - small watercolours or gouaches - combining image and 

oriental texts. These were classified as period originals. They 

were in the same homes as those which contained the Winifred 

Nicholsons and it appeared that they were obtained from the same 

antique dealer in Carlisle. Carlisle was the nearest town of any 

size, access and availability seeming to have influenced choice. 

There were just ten reproductions of paintings and drawings 

in the homes of members of the fine art community. The most 

prominent were framed exhibition posters for exhibitions of 

contemporary art. These included both image and text and, as 

such, were not reproductions in the usual sense of the term. One 

home contained large posters for exhibitions by Rauschenberg, Cy 

Twombly and Picasso. Another home had a reproduction of a 

Winifred Nicholson painting cut from an exhibition poster. 

There was a post card reproduction of a Degas and a detail 

from a Filippo Lippi which was a black-and-white 19th century 

reproduction, probably more of interest as a print than as a 
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reproduction of a painting (Illus. 70/FA). 

The four other reproductions were light-hearted cartoon 

images - mostly advertisements - for Colman's mustard, for 

example. These hung in kitchens. 

Of these ten reproductions, only the Winifred Nicholson could 

be seen as a facsimile of a painting. They were not being used 

as reproductions in the sense of being imitations. The text on 

the posters, the monochromatic quality of the Filippo Lipp!, 

made it obvious that they were not trying to look like original 

paintings. 

Prints 

Approximately a fifth of the pictures on the walls of members 

of the fine art group were prints - about the same number as 

drawings, watercolours or oil paintings as separate categories. 

Eight of the eleven homes contained them. They were almost all 

recently made and more than half of them were categorised as 

modernist - the rest were traditionalist. 

The modernist prints were mostly etchings, although there 

were a few lithographs and screen prints. Photo-processes were 

common. One home, occupied by a printmaker who was a polytechnic 

lecturer, contained fourteen of his own multi-plate photo- 

etchings which ranged from obviously figurative images to ones 

which were apparently non-figurative (Illus. 71/FA; Illus. 

72/FA). 

Another freelance printmaker also made photo-etchings and had 

several prints of local landscapes on his walls. 

Some of the prints were relatively large. Prints of 91 cm x 

61 cm were not uncommon. They showed all the variety in size, 
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proportions and treatments that characterised the pictures 

generally in these homes. Both the variety, the scale and the 

frequent concern with 'facture' distinguished the prints from 

those elsewhere in the Survey, where prints were nearly all 

period topographical works. There were very few period prints 

in the homes of the fine art group and of these, only three were 

topographical images - all in the home of the museum curator. 

There were a few satirical 18th and 19th century figure pieces 

and one Japanese print in other homes. 

Prints often seemed to constitute a bridge, a reconciliation, 

between traditionalist and modernist conventions, somehow 

accommodating the distinctions. Illustration 73/FA, for example, 

(made by, and hung in the home of, a freelance printmaker) is an 

essentially traditionalist vision of landscape. Yet the scale, 

the medium of colour photo-etching and, perhaps most of all, the 

formally divided composition, confirms its contemporariness. 

The John Bellany print (Illus. 74/FA) seems to operate in 

reverse. The imagery is contemporary and was classified as such, 

but the traditional etching process tends to age and distance 

it. This, coupled with the mount and frame (not to mention the 

contribution of the plant), seem to put the work into a more 

traditional domain than the nature of the imagery suggests. The 

way in which the image is being used accommodates - almost 

neutralises - its aggression. 

Photographs 

As the Tables in Appendix II show, there were twenty 

photographs in the homes of members of the fine art group. They 
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were present in seven of the eleven homes. It has already been 

noted that photo-processes were common among the prints in these 

homes. When that is taken into account, photography as an image 

making process was a substantial presence. 

Of the twenty photographs, four were reproductions - posters 

and postcards. Sixteen were original photographs. Of these, all 

but two were professional photographs (Category 12a). The two 

exceptions were also the only two 'conventional' family 

photographs - of current family members - in these homes. One 

was of a child and the other a family group. Both photographs 

were competently made. The family group (Illus. 75/FA) was 

presented as a 'period photograph'. It was in fact taken on a 

family holiday much more recently than the photograph suggests, 

but it had been processed and framed in a way that made it look 

old. 

This attempt to 'age' the image is consistent with the fact 

that several of the photographs in these homes were period 

photographs - framed sepia prints of people, steam ships or 

landscapes. Some of these subjects were directly connected to 

the owners. A family group and a portrait of a child were of one 

owner's past relatives and one landscape re-photographed from a 

sepia photograph included a pub once owned by the owner of the 

photograph. But one house contained four photographs of a sea 

captain, two steam ships and a portrait of a woman which were 

not connected to the owner at all (eg Illus. 76/FA and Illus. 

77/FA). 

These old photographs seemed to be there mainly for their 

characteristics as old photographs and the 'pastiche' family 
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group (a rare example of 'artifice' in these homes) already 

mentioned seems to confirm this. It was not that the subjects 

were old that seemed to be of significance, but that the image 

making process, the patina of the surfaces, the qualities of the 

image were old. 

They also seemed to draw on a recent enthusiasm in 

contemporary fine art for 'documentation'. It is an aesthetic 

that reveres the formal, yet apparently 'un-artful' quality of 

the document which, however recent, always has one foot firmly 

in the past. It is a kind of covert nostalgia that exists in the 

conventions and qualities of images and marks rather than in the 

subjects, which are all equalised and legitimated by the 

'documenting' process. 

Only five photographs were actually 'art world photographs' 

made for exhibition as such, and three of those were in one 

home. Within that group one of the photographs, the Andy 

Goldsworthy already discussed and illustrated (Illus. 54/FA) was 

arguably not made as a photograph but as a record of a temporary 

sculpture, as in the work of Richard Long, for example. The 

photograph becomes the work but the work is not essentially a 

photograph. Goldsworthy calls his pieces 'photoworks'. There 

were, then, only four photographs, conceived and presented as 

photography, from the contemporary art world in these homes. Two 

of these were of the facades of buildings (Illus. 78/FA and 

79/FA). One was of landscape (Illus. 80/FA) and one was an 

apparently non-figurative image (Illus. 81/FA). 

The abstract photograph (Illus. 81/FA) epitomises the 
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preoccupation with the nature of pictures as fabricated images, 

the characteristics of the construction - the marks and surfaces 

- in themselves being central. It epitomises that aspect of the 

interest in pictures which is about the formal arrangement of 

marks. To use, for the purposes of making abstract marks, a 

process which is employed by others precisely to depict and 

record, emphasises the unusualness of this group and its 

relationship to pictures. 

It is noticeable that relatively few of the photographs were 

being used as records of familiar people, events or places. The 

people and things depicted were often unknown to the owners of 

the photographs. This was unusual in the Survey. Elsewhere 

original photographs always depicted people or places directly 

connected to the owner. To own photographs of unfamiliar things 

when photography is perceived elsewhere as a way of recording 

familiar things implied a distinctive interest in the qualities 

of constructed images and the ideas that images can contain. 

What the camera is pointed at is chosen not for the 

importance of its identity as an object, but for its 

potentialities for becoming a picture. Thus, photographs were 

often not so much of interest for what they recorded as for the 

way in which they recorded it. 

The abstract photograph (Illus. 81/FA) was unusual within the 

fine art group itself because it was in colour. Nearly all the 

other photographs were in monochrome - either black and white or 

the older sepia. This undoubtedly reflects the larger emphasis 

in the fine art world on black-and-white photography. Colour 

photography has only relatively recently been given any 
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'respectability' (for example by artists like John Hilliard), 

and even now seems to struggle against the heavy tradition of 

legitimacy vested in the black-and-white image. 

The reproductions of photographs were printed posters for 

contemporary sculpture exhibitions - by Paul Neagu or Christo 

for example - dominated by photographs of the works. There was 

one poster from the Tutenkhamen exhibition. 

A group of picture post cards informally fixed to a kitchen 

wall made up the total of photographs in the fine art homes. 

Low Reliefs 

There were nine objects in this category. One of them (Illus. 

82/FA) might more accurately be described as a 

sculpture. Where low relief ends and sculpture 

is difficult to decide, and these nine objects 

complete spectrum. They displayed a variety in 

materials and idioms that was echoed, though i 

way, in the working class Areas. 

Six of them were classifiable as modernist. 

hanging 

for walls begins 

covered the 

the use of 

na very different 

Two objects by 

the sculptors, David Kemp and Bob Ward, were in that category 

(Illus. 83/FA and Illus. 84/FA). The elevation of 'scrap' 

materials to the wall was peculiar to the fine art community. It 

can be seen as another aspect of the interest in visual 

qualities - freed from other connotations. Rust, stigmatised 

elsewhere because of its unwanted effects, is celebrated here 

for its visual characteristics and for its 'natural' qualities. 

The preoccupation (and thus the capacity) to perceive visual 

qualities in this way - freed from other values - was 
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distinctive to this group. 

More marginal to the Category 1 was a relatively small low 

relief in bronze depicting Northumbrian sheep (Illus. 85/FA). 

One low relief was also a nursery toy (Illus. 86/FA). 

Outside of the modernist category there were three low 

reliefs. One was a metal advertising plate for Ricardo Rum 

which hung in a kitchen, one a period wax low relief of an 

actor, owned by the museum curator, and one the china dog 

already mentioned (Illus. 57/FA). 

Fabrics, Collages, Embroideries, Tapestries 

There were just three objects of this kind. Two were in the 

same home - one of the occupants of which was herself a weaver. 

They were also by the same artist, Lynn Curran. (Illus. 87/FA 

and Illus. 88/FA). In their way they are among the most 

experimental of the images in the Survey in that they challenge, 

or extend, the traditional boundaries of the medium. One, 

(Illus. 88/FA), in particular, combines tapestry with mosaic. 

The third embroidery was in the home of the freelance 

printmaker. It was a 19th century sampler. It is tempting to say 

that this was a conventional image but, as the only one of its 

kind in the homes of members of the fine art group, it was 

clearly not particularly conventional in that context. It was 

another example of the capacity of this group to reconcile 

images of different kinds and the traditional with the 

contemporary. 

Miscellaneous Pictures 

Eight pictures were put in this category. Six of them were 
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collages, some of which might have justifiably been included 

under paintings and drawings. Illustrations 89/FA and 1/FA are 

examples of such. 

Four of the collages were categorised as modernist and there 

is little to be said about them in addition to the earlier 

discussions about the pictures in these homes. Additionally 

there were two postcard reproductions of Matisse paper cut-outs 

- one was actually a series of five postcards framed together. 

These were unusual examples of reproductions, although they were 

clearly presented as postcard images and not as reproductions. 

They acted as a short-hand reminder of the original works rather 

than imitated them. 

Similar in kind was a framed (under perspex) poster for an 

exhibition of the Solomon Guggenheim reliefs by Richard Hamilton 

at the Robert Fraser Gallery in the 1960s. The poster was 

covered entirely by carefully-chosen lettering and, apart from 

perhaps being considered a worthy piece of graphic design, 

seemed essentially to be a piece of art world history - the more 

so since Hamilton once taught at the Newcastle University. 
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CHAPTER 2 

The Middle Class Areas 

Overview 

The objects on the walls in the middle-class Areas were 

predominantly pictures. This was particularly true of Area 4 

where, as Table 1 in Appendix I shows, the proportion of 

pictures was about the same as in the homes of members of the 

Fine Art Sample. (That is certainly not to say that they were 

the same kinds of pictures. ) The Table also shows the 

predominance of pictures in Area 3. There was a greater 

homogeneity among the objects than elsewhere in the Survey. 

Pictures in particular tended to be similar in kind. Their 

ambience was sober and considered. 

Within that general situation there were differences to be 

noted between Areas 3 and 4, as well as some unevenness within 

Area 3 itself. Table 1 shows that, in terms of the overall 

proportion of functional to non-functional objects, the homes in 

Area 3 were mid-way between Area 4 and the working class groups. 

This is true particularly of proportions of pictures. To some 

extent it was also true of the nature of the objects. 

As we have seen, the people encountered in the houses in Area 

3 were more varied in terms o'f age, occupation, education and 

social origins. Within the Area itself, it was possible to 

identify differences in the objects on the walls that seemed to 

be associated with such factors. 

It was noticeable that older people in Area 3 and, in 

particular those over 50 years, tended to have more objects on 

their walls than younger people in the same Area. This cannot 
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simply be related to a longer time for accumulation. In other 

Areas in the Survey the elderly had no greater number of objects 

than the young. Indeed, 
-in 

Area 2 the young often had more 

objects as a part of an active commitment to home building. In 

Area 3, where people owned their properties, the young had fewer 

resources after mortgages, rates, maintenance and structural 

improvements had been covered, to devote to furnishings and 

objects to hang on the walls. This was inseparable from the fact 

that the young in Area 3 were committed to particular priorities 

and attitudes to establishing a home. Expectations and 

aspirations were different to those in Area 2. As we have seen, 

Kate and Donald, for example, believed that 'fundamental' things 

had to be done before resources were used to hang things on 

walls. It was accepted that young people started life with 

second-hand furniture. Making a home was a long-term business. 

By contrast, those who could begin independent adult life in 

Area 4 would have to have substantial financial resources - 

probably inherited. 

To accommodate such differences between Areas 3 and 4 this 

account of the objects on the walls will sometimes separate them 

out. In the discussion of functional and pseudo-functional 

objects this separation is unnecessary, partly because of the 

relatively small number of objects involved, partly because the 

differences were relatively minor and mainly because, as in the 

Fine Art Sample, functional objects in both Areas usually 

carried no pictorial embellishments, were clearly 

distinguishable from pictures and, therefore, generated little 
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discussion relevant to the main thrust of this study. 

Functional and Pseudo-functional 

As Table 1 of Appendix I shows, there was a very much smaller 

proportion of functional and pseudo-functional objects in the 

walls of the middle-class Areas than in the working-class Areas. 

Some homes in both Areas 3 and 4 had no functional or pseudo- 

functional objects at all outside of the kitchen. The homes in 

Area 4, in particular, were almost identical to those in the 

fine art group in having so few of these objects. In these 

relatively large houses there tended to be a place for each 

household purpose and the characteristics of objects on the 

walls were often related to the functions of particular spaces. 

Main living rooms (however named) contained very few functional 

or pseudo-functional objects. 

Most of the objects were antiques or convincing 

reproductions. Decoration was usually simple and consisted of 

polished wood and inlays, but there were occasionally 

intricately carved gilt finishes. Most visual embellishment was 

within the limited range associated with antiques, and tended to 

be of a homogeneous character. Those rare examples of ambiguous 

objects in the pseudo-functional category were in Area 3 and 

will be discussed later in this section. 

The most common genuinely functional objects were clocks, 

mirrors and barometers. Mirrors appeared in lounges, living 

rooms and halls. Most of them were antique and framed in 

polished wood or gilt (Illus. 90/4 and Illus. 91/3) In one 

dining room in Area 4 an elaborate gilt mirror was flanked by 

two girondelles (Illus. 92/4 and 299/4). 
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Those clocks which hung in places other than kitchens were 

also antique in character (Illus. 93/4 and Illus. 94/3) were 

usually powered by traditional clock-work mechanisms and stood 

on mantlepieces or, as grandfather clocks, on their own 

pedestals. Many of them chimed. 

Electric clocks tended to be confined to the more utilitarian 

domain of the kitchen where, predictably, there were other 

functional and pseudo-functional objects. The kitchens were 

often also breakfast rooms and, as already stated, included 

calendars and pin-boards with a variety of items fixed casually 

to them - bills, school timetables, a local cinema programme, 

postcards, children's pictures. This was where the day-to-day 

management of the house took place (Illus. 95/4). 

Calendars were usually part of this 'management' material and 

were essentially functional. Though they occasionally bore 

images, their presentation gave them little visual prominence 

within the larger business of the kitchens. 

Entrance halls and landings tended to have a number of 

functional and pseudo-functional objects in them, though they 

were substantially outnumbered by pictures. The halls, 

particularly in Area 4, were often large and as transitional 

places between the interiors and exteriors of the homes, where 

nobody was expected to spend much time and which were the most 

public places, tended to have the most impersonal objects, and 

also those associated with the outside world - mirrors for 

checking appearance before going out, barometers for checking 

weather (at least that was what was said). Barometers were 
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usually surrounded in polished wood - occasionally wrought-iron. 

Some combined thermometers and thus had the characteristic 

vertical 'banjo' shape transformed without inhibition into 

guitars in Areas 1 and 2 (Illus. 96/4). Here in the middle-class 

Areas the barometers of this shape were soberly functional and 

constructed of polished wood (Illus. 96/4). There were few other 

kinds of functional objects in halls, although there were two 

antique bed warmers, a sabre and a coach lamp. These were all 

authentically antique and functional - very much designed to 

perform their utilitarian roles, although they were clearly not 

hanging on the walls for that purpose here. 

The most numerous pseudo-functional objects were conventional 

ceramic dishes, although they were present in only seven of the 

thirty homes in Areas 3 and 4. Most of them were in dining rooms 

and kitchens, although in Area 3 some were in living rooms. It 

seemed that to have one ceramic dish was to have at least one 

other. Some houses had six or more. One kitchen in Area 4 

contained an irregular arrangement of twelve of them. They were 

recent pieces of simple rustic ware from Spain, of varying sizes 

from approximately 15 cm to 30 cm in diameter (Illus. 97/4). 

Of the other ceramic dishes or plates in the Areas 3 and 4 

the majority were about 25 cm to 30 cm in diameter. They were 

mostly mass-produced (whether or not they included hand 

processes) light-weight earthenware or porcelain. Depending on 

the degree of decoration, they looked more or less utilitarian - 

many of them looked like usable dinner plates. They epitomised 

the 'pseudo-functional' category since many of them were not 

made to be used and they were certainly not hanging on the wall 
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for that purpose. Some examples are presented as Illustrations 

98/4; 99/4; 100/4 and 101/3). 

Three homes contained ceramic tiles. These were in relatively 

prominent places in two homes in Area 3. One home in Area 4 had 

a tile temporarily fixed to the wall over the telephone in the 

kitchen. A home in Area 3 had an arrangement of six tiles in the 

hall. These constituted a growing collection since the family 

made a point of bringing one home from every holiday. Places 

represented included Assissi, Venice, Vailauris and Malta. 

The other ceramic tiles were hanging as a pair in the dining 

room of one of the homes in Area 3. They were framed with 

wrought-iron surrounds. One bore the image of an arrangement of 

fruit and the other of a liner steaming across a map of the 

Mediterranean (Illus. 102/3 and Illus. 103/3). These tiles had 

some ambiguity about them. The woman who owned them thought they 

might have been teapot stands. The same woman had a small 

thermometer attached to tiny replicas of skis and ski-boots. 

These and the tiles had been brought home by her children from 

school trips. They were uncharacteristic examples of occasional 

pseudo-functional objects in Area 3 which were not present in 

Area 4 and had more in common with the working-class settings in 

the Survey. 

Outside of kitchens, in the middle-class Areas, picture 

calendars were confined to Area 3- one in a living room (Illus. 

104/3), one in a dining room (Illus. 105/3). Both of these were 

relatively large objects. The reproduction of the Bonnard on one 

of these was consistent with a larger tendency in Area 3 (to be 
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discovered later here) to hang reproductions of pictures by 'Old 

Masters'. In Area 4, calendars were more utilitarian and 

occupied less prominent places. 

Before leaving functional and pseudo-functional objects, 

mention should be made of two shields which hung in Area 3. One 

hung in a hall and was a 'made to order' coat-of-arms which 

represented the family name. These coats-of-arms were produced 

locally by a firm which would compile one from any family name. 

Although there was probably an element of humour associated with 

the sale and purchase of these, it indicates an involvement with 

notions of 'family tradition'. 

The other shield in Area 3 was the university crest of its 

owner (Illus. 106/3) which, again, spoke of his efficacy in the 

world. (See 'Some Weapons and Shields' at the end of Part VI. ) 

Pictures: Area 4 (General) 

In all the homes in Area 4 the majority of the objects on the 

walls were pictures. In the living rooms nearly all the objects 

were pictures. In one home 52 pictures were documented - only 

three short of the total number of pictures counted in Area 1. 

Table 4 in Appendix II shows the following facts about the 

pictures in Area 4. The substantial majority (just over two- 

thirds) were paintings and drawings. The next most numerous 

(about one-fifth) were prints. The substantial majority (three- 

quarters) were originals. About half of the pictures were recent 

or period traditionalist originals (Categories 3a and 3b). When 

these are combined with their equivalents in reproduction 

(Categories 9a and 9b), about two-thirds of the pictures are 

accounted for. These traditionalist pictures dominated the 
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homes. 

As in the homes of members of the fine art community, these 

pictures were hung to be viewed as individual objects. They were 

spaced carefully to ensure that they made the maximum impact. 

The importance of the pictures was clearly signalled by the 

presence in a number of houses of special cowled wall lights to 

illuminate them. 

As already stated, most of the pictures were originals and 

their dominance in the settings - 

was even greater than their numbe 

were in less prominent places and 

apparently more as a decor effect 

individual works. 

The most common subject in the 

through size and location - 

rs might suggest. Reproductions 

sometimes hung in groups, 

than as a presentation of 

pictures was landscape - 

including topographical pictures. While pastoral landscape was 

probably the most common, there were also many relatively 

'unpopulated' landscapes. 

Paintings and Drawings 

Of the 379 pictures documented in Area 4,259 were paintings 

and drawings. Living and dining rooms in particular were 

dominated by them. For the purposes of discussion some sub- 

division is useful. 

Watercolours 

There were more pictures in watercolour than in any other 

single medium. There were 105 of them (over a quarter of all the 

pictures in Area 4) and 77 of them were originals - most of 

which were traditionalist in character. They were competent 
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paintings by trained fine artists. All but one of the homes 

studied in Area 4 had at least two original watercolours. Most 

had substantially more. One had sixteen, one of which was 

thought by its owner to be possibly an unsigned Gainsborough 

sketch, and that seemed believable (Illus. 107/4). 

But that was an isolated case of a picture in Category 2b. 

Most were by traditionalist artists without large reputations in 

the mainstream history of art. 

Traditionalist watercolours by recent or living artists 

(Category 3a) were about equal in quantity to those by 

'historical' artists (Category 3b). In fact, this was difficult 

distinction to make since most of these pictures were landscapes 

or other genre works painted within the conventions of a common 

tradition. Where it was possible to date the artist's active 

working life, the turn of the century was taken as a notional 

division between 'period' and 'recent or living'. In effect, the 

period pictures were nearly all 19th century pictures. Few would 

pre-date 1800. 

Many of the artists were locally based or had strong local 

connections. Marshall Hall's 'The Artists of Northumbria' (1982) 

was a useful reference book and several of the artists 

represented in Area 4 are in Hall's volume. One of the original 

watercolours encountered was actually reproduced in the book -a 

graphic demonstration of the fact that these pictures related to 

a public legitimating literature and discourse, as well as 

having high status within that discourse (Illus. 108/4). 

Most of the watercolours were English (or British? ) 

landscapes. Many were of bleak remote Northumbria - moors and 
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hills - or, at least, of comparable terrain (Illustrations 

109/4; 110/4 and 111/4). 

More often they represented a more wooded, pastoral or 

agricultural England, some of the latter including farm animals 

and figures, though these were rarely so prominent as to be the 

subject of the picture (Illustrations 112/4; 113/4; 6/4; 114/4 

and 115/4). 

There were also paintings of European (Continental) 

landscape, particularly among the period watercolours. Two 

Birket Fosters, for example, were of Vesuvius and Venice; there 

were various Alpine views and aTM Richardson Jnr was of an 

apparently Italian landscape (Illus. 116/4). Some of these could 

be classified as topographical in that they were of particular 

places. This depiction of places, while a defining 

characteristic of topography, was also a characteristic of most 

of the landscapes in Area 4 in the sense that they conveyed a 

strong sense of specific locations, even when there was no 

obvious feature of the kind usually associated with topography. 

These watercolours are about the experience of real landscape. 

The light, landscape structures, anatomy of the animals, all 

contribute to the sense of a tangible reality. This is so even 

when relatively formalised representational conventions and 

devices are used. They are devices that attempt to increase the 

sense of reality. 

At the same time, tangible though the places depicted are, 

these landscapes tend to be of the past or of the past 

perpetuated into the present. Other genres of watercolour, fewer 
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in number than landscapes, also referred in particular ways to 

the past. These included military pictures (Illus. 117/4) and 

figure groups (Illus. 118/4). 

Among the more recent watercolours there were a few by 

artists working in slightly more contemporary styles (Illus. 

119/4 and Illus. 120/4). These were apparently trained fine 

artists who were operating in relation to the same landscape 

tradition. One was working currently in the region and was 

represented in more than one house, demonstrating the influence 

of local factors on the objects on people's walls - an influence 

in various forms in all the samples in this Survey. There was 

evidence that this wasn't simply a matter of local availability, 

though this was obviously a part of it, but also a matter of 

word-of-mouth recommendation and peer group validation resulting 

in localised 'trends'. 

Several houses contained reproductions of watercolours in 

Category 9a. Those given prominence were limited edition 

'prints'. (In effect they were hand-signed reproductions with a 

limited print run. ) One house had a limited edition print of a 

marine painting by Francis Flint (Illus. 32/4). One had two 

limited edition prints of game birds by Thorburn. One of these 

is presented here as Illustration 121/4. The other had two such 

prints of wild fowl, signed F Lansdowne, (Illustrations 122/4 

and 123/4). 

These limited edition prints were confined to Area 4 where 

they seemed to have some of the status associated with 

originals. The owners were guaranteed a certain degree of 

uniqueness - the extent of which was determined by the print run 
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- and a degree of authenticity embodied in the artist's 

signature on each print. It seems more than coincidence that 

these pictures often refer to leisure pursuits. They also seem 

often to be associated with technical knowledge - of ornithology 

and sailing in these cases. Perhaps the reproduction form is 

more acceptable to carry these less serious subjects - close to 

the realms of 'sporting prints'. 

Perhaps coincidentally a number of 'ordinary' (that is 

'unlimited') reproductions of watercolours were of birds. Among 

the more inexpensive reproductions were a group of 

'ornithological' watercolours. There were five of these in a 

'set' hung together on a staircase. Each picture depicted a 

species of bird. An example is presented as Illustration 124/4. 

Both the location and the group identity gave the impression 

that these pictures were relatively unimportant to their owners 

as individual images. This was apparently true of other 

reproductions of watercolours which were small and grouped 

together. It has already been explained here that such practices 

should be taken into account in reading the numbers in the 

Tables. A group of little reproductions may add a figure which 

is disproportionate to its importance in the setting. The fact 

is that reproductions of watercolours were not only numerically 

in a minority but they played a minor role in the ambience of 

these homes. 

The only other kind of watercolours in any quantity were 

amateur works, usually by members of the household attending 

part-time art classes (Category 6a). Seven of the houses 
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contained such pictures - usually landscapes which, with varying 

degrees of success, emulated the traditionalist originals 

already discussed. These pictures were usually in less 

prestigious locations in the home. They tended not to be in 

living rooms but in the kitchen/breakfast room or in a study. 

Oil Paintings 

Like the watercolours, the oil paintings were mostly 

traditionalist. There were nearly as many as there were 

watercolours (90) and every house contained them. The majority 

were landscapes. Seascapes or marine paintings were widespread 

and four houses contained portraits in oils. Over two-thirds of 

them were originals and, since they were usually larger than the 

watercolours, they tended to make a major impact. In fact about 

half the houses had one relatively large (91 cm x 76 cm or more) 

original oil painting in a prominent location. This was often in 

the lounge or dining room. Whether or not it is significant 

these particular paintings were often marine paintings. 

About half the oil paintings were in Categories 3a and 3b 

(recent or period traditionalist originals) and, of these, 

Category 3b (period works) were the most numerous. These were 

relatively dark and sombre paintings in substantial frames - 

usually ornate gilt - and sometimes having their own cowled wall 

lights. Occasionally, they had little gold labels on them 

bearing the name and dates of the artist. 

These works, and their mode of presentation, spoke perhaps 

more clearly than others of their significances. As oil 

paintings their surfaces were rich and substantial. Varnish, 

catching the light across the patina threw up the facture 
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(usually subtle and subdued) and emphasised the 'hand-madeness' 

as well as the age of the object. The predominant burnt umber 

colourings spoke of associations with deeply polished wood, dark 

leather, the discoloration of time, venerability. The gilt 

frames carried both the value of gold itself and the crafted 

embellishment of the carving, trapping in its crevices the 

tarnish and grime of age which highlighted the mellow gold. The 

frames exuded 'quality' themselves, but most of all they clearly 

announced the primary importance of the painting. On the frames 

gold labels with the name and date of the artist sometimes 

signalled the status of the work, giving it a place in history 

and in art. 'This is not just a painting' the presentation said, 

'but one that has a uniqueness such that its creator and his 

place in art history should be stated. ' The picture was thus 

signalled as a part of a world of objects with significance 

beyond this household 

Most of these period oil paintings were 19th century. 

Exceptions were an unusually calm seascape with sailing boats by 

CT Powell, dated 18th century (Illus. 125/4), a heavily 

retouched landscape (Illus. 126/4), and two landscapes with 

figures (Illus. 127a/4 and 127b/4), all of which looked pre-19th 

century. 

While landscape was prominent in about half these period 

works, only a few were 'pure' landscapes - several of 

unpopulated bleak mountainous terrain (eg Illus. 128/4 and 

Illus. 129/4). Others included additional elements - the 

architecture of large country estates - Prudhoe Castle, for 
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example, by TM Richardson Snr (Illus. 130/4). Another, by 

George G Stansfield RA, was a view across an Italian lake which 

included architecture as well as sailing vessels (Illus. 131/4). 

Water was prominent in nearly every landscape in oils in the 

form of streams, rivers or lakes. Furthermore, as already 

stated, there were a number of seascapes and coastal scenes 

among these old oil paintings (Illus. 132/4). The marine 

paintings were often large and tended to make a substantial 

impact. One, by William Calcott Knell, was particularly large in 

the context of the Survey - approximately 1.5 mx1m (Illus. 

133/4). It depicted galleons in a stormy sea. Another large 

stormy marine painting was labelled with the title 'The 

Eddystone Lighthouse in Heavy Weather' and the name of the 

artist, William Melby, 1867 (Illus. 134/4). 

These marine paintings seem to crystallize a theme which was 

shared by a number of the period landscapes - that of the 

relationship between people and nature. A number of the 

landscapes included minor human presences, sometimes only by 

implication in the form of tracks or paths, but these presences 

were not substantial enough to be the subject of the pictures. 

The marine paintings, too, include elements of the human 

presence - lighthouses, ships - but the pictures cannot be said 

to be solely about them. At the same time they are not empty, 

unpopulated seascapes and cannot be said to be solely about the 

sea. They seem to be about the relationship between nature and 

humanity. In the marine paintings the elements are sometimes 

depicted as threatening. A struggle is taking place. Man (I use 

the term because it seemed consistent with the meaning of these 
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paintings for their owners) is ennobled through his lonely 

struggle with nature - not against her (the term is again used 

advisedly) but with her. By implication, man prevails. The 

essential statement is one of power, but a power that is 

entwined with nature and as natural as it. 

Of course, marine paintings can also be seen to embody the 

spirit of exploration and colonialism associated with Britain's 

tradition as an imperial power. They also often carry with them 

references to the masculine world of ships, a largely technical 

world as well as one with connotations of boldness and daring 

exploits. In the literature of marine painting, much is made of 

the types of ships - four-masted schooners, clippers, whalers, 

and so on. This 'recognition' dimension may be more an aspect of 

the more recent works, close to the 'sporting print' of yachting 

than the heavier, more 'profound' period oil paintings. 

There were just two portraits among these period originals. 

One, by an unknown artist, was said by its owner to be a 

portrait of the composer, Mendelssohn; the other was of an 

unknown gypsy by an unknown artist. 

There were also just two still-life paintings - very 

competent trompe-l'oeil images of fruit (Illus. 135/4 and Illus. 

136/4). 

The more recent traditionalist originals (Category 3a) were 

less numerous than the period works. While they were 

substantially framed, they were less ornately so. While they 

were compatible with the older works, they seemed to vary more 

in treatment. They were all 'conventional' pictures but each 
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artist seemed to have a more pronounced stylistic emphasis 

within a recognisably common tradition. 

Among the recent traditionalist oil paintings, landscapes 

were the most common single subject, including coastal 

landscapes (Illus. 137/4). There was one prominently placed and 

relatively large seascape (Illus. 138/4) which was unusual among 

seascapes generally in having no trace of shipping, lighthouses 

or coastal features, however small. This painting, however, is 

composed in a way that puts the viewer in direct relationship to 

nature. It is not a 'scene' or a 'place' which would make 

possible a more detached scrutiny. The human interaction with 

nature is achieved in the spectatorship rather than being a part 

of the depiction. 

Whether or not it is significant, a number of the recent 

traditionalist landscapes seemed to include fewer human 

references than the older paintings (Illus. 139/4). There were 

two oil paintings which contradicted that impression - both were 

figures in landscapes. One of these (Illus. 140/4) was by 

Cornish, a local artist whose work appeared in a variety of 

media in three different homes in Area 4; the other was by WK 

Blacklock (Illus. 141/4). One was a rare industrial landscape, 

the other depicted figures on a beach. 

There were four portraits among the recent traditionalist 

original oil paintings. Three of these were of known members of 

the families which owned them (Illustrations 142/4; 143/4 and 

144/4); two were in the same home. These portraits tended to be 

dark and were relatively large. They conformed to the 

traditional characteristics of fine art portraiture. 
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There were some reproductions of traditionalist oil paintings 

(Categories 9a and 9b) though many fewer than the originals and 

less prominently displayed. The Category 9b reproductions were 

consistent with the originals (eg Illus. 34/4). Two in Category 

9a, signed limited editions - one by Peter Scott (Illus. 31/4) 

and one, a hunting scene, signed by John King (Illus. 145/4), 

had much In common with the limited edition prints of 

watercolours already mentioned as 'close to the realms of 

sporting prints'. They illustrate leisure pursuits. 

As stated earlier, the traditionalist originals and 

reproductions (Category 3a, 3b and 9a, 9b) constituted two- 

thirds of the oil paintings. More significantly, they were the 

most dominant and pervasive of the oil paintings in Area 4. 

Along with their equivalents in watercolour, these were the 

pictures which most characterised the Area. 

Closely related to these there were a few original oil 

paintings of recent origin which, while having common subject 

matter with the traditionalist pictures could not justifiably be 

put in the same category. These were the pictures placed in 

Categories 4a and 4b. 

Category 4a pictures were made by artists who treat 

traditionalist subjects - landscape, seascape and topographical 

subjects - in loose gestural styles which seem to celebrate 

notions of the artist's autographic mark as well as notions of 

'contemporariness' It is a 'contemporariness' which alludes 

eclectically to ways of handling paint associated with the 

relatively recent history of fine art. The paintings usually 
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depict holiday locations - indeed they are mostly made and sold 

in holiday resorts. 

Examples of these paintings in Category 4a were views of 

Whitby and Seahouses (eg Illus. 10/4), three paintings of the 

Northumberland coast at Beadnell (eg Illus. 146/4) and one of 

Montmartre, Paris (Illus. 11/4). (The painters operating daily 

in Montmartre are a useful and well-known example of this kind 

of production. ) The 'contemporary' styles of these paintings 

exclude them from the traditionalist Category. Their level of 

competence as well as the conventions employed exclude them from 

the professional contemporary fine art world. They occupy a 

particular space between these. They attempt to combine 

traditionalist subject matter not only with exaggerated evidence 

of 'facture' proclaiming an original, but with the gestural mark 

associated with the unique expressive hand-writing of the 'free' 

artist. 

I found myself surprised that the owners of these paintings 

were able to reconcile them with other pictures which, to my 

eyes, were very different in competence and vision. It should be 

emphasised, however, that these oil paintings were few in number 

(there were ten in all) and sometimes located in ways which 

indicated that they were not very important. It was perhaps 

significant that, of the three homes that gave this kind of 

picture any prominence, two were the only homes in Area 4 

without a graduate present. The third was occupied by a man who 

was a solicitor and a woman with no certificated education. In 

this case their parents had been successful businessmen. In 

addition to being a possible further confirmation of the 
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relationship between education and taste in the arts, these may 

also be examples of families being relatively new to their 

current social position and having a less firm grasp on the 

cultural 'norms'. 

Elsewhere in Area 4, where these Category 4a and 4b pictures 

occurred, they seemed to be explained as relaxations of normal 

standards and attitudes to pictures, 'excusable' in the context 

of particular rituals. For example, the practice of bringing 

souvenirs home from holidays seemed, in the middle-class Areas, 

to be one that fell outside the usual expectations and 

'standards' related to pictures. When, occasionally, pictures 

were bought as souvenirs, they were not treated as seriously as 

those purchased as pictures independently of the holiday 

context. They were thus hung in appropriate rooms with 

relatively low 'picture status' - breakfast rooms, studies, 

kitchens. 

There were just four oil paintings in Category 4b - one in 

each of four houses. These were recent and relatively competent 

(probably expensive) pastiches of period traditionalist oil 

paintings. 

Before leaving oil paintings, reference should be made to the 

few paintings which could reasonably be located within the 

recent history of modernism. There were two in Category 2a - 

originals by artists working relatively recently (approximately 

20th century) within the conventions of the modernist tradition. 

They were both subdued in colour and tonality and did not 

disturb the ambience of the traditionalist pictures. One was a 
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European expressionist landscape signed F Sigler (Illus. 4/4). 

The other depicted figures on a quayside and was signed 

illegibly (Illus. 147/4). As exceptions these two pictures 

justify mention only because of the contemporary art world 

orientation of this research. The picture signed F Sigler 

(Illus. 4/4) was an inheritance. It was owned by a woman with 

German parents. 

In reproduction there were three such paintings (Category 8a) 

in one house. They were unusual in Area 4, both because of the 

kinds of pictures they were (reproductions of paintings from the 

recent history of modernist art) and because they were 

colourful, light in tonality and without chiarascuro. They were 

in the manner of Fauve paintings and did not have the sense of 

solidity and materiality present in most Area 4 pictures. One 

was signed Botz (Illus. 148/4), one was by Albert Marquet 

(Illus. 149/4) and one was unsigned (Illus. 27/4). They all 

featured flowers prominently in interiors. This was the house 

already mentioned as untypical of the others studied in Area 4 

in having light stripped pine antiques and Laura Ashley 

wallpapers. In one room in this house all the pictures were 

relatively recent. The others in the room were original 

screenprints of flowers and a large fabric collage. They will be 

mentioned in the sections dealing with prints and fabric works. 

The house was owned by a couple in their early thirties - the 

youngest people in the Area 4 sample, both professional people. 

There were eight reproductions in Category 8b ('old master' 

paintings). They were distributed across four houses. Two of 

them should arguably be in the print Category. They appeared to 
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be early print reproductions of paintings by George Morland and 

in appearance were compatible with the period prints. One was 

actually a poster for a Manet exhibition which featured one of 

his paintings. Complete with text, it was unframed and was fixed 

temporarily to a breakfast room wall alongside a film poster for 

Gance's 'Napoleon'. 

There were thus five 'conventional', framed colour 

reproductions of old master pictures. Three of these were in one 

house which had a Monet and Van Gogh's 'Potato Eaters' together 

in the lounge, and 'The Bridge at Aries' by Van Gogh in the 

breakfast room. This house was unusual in Area 4 in having a 

relatively high proportion of reproductions, two of which, in 

the lounge, had prestigous locations. It was occupied by a 

married couple (both medical doctors) who were in their early 

forties and had three young children. The man had been brought 

up in Australia and this might account for some differences in 

attitude to the English tradition of fine art. 

In a drawing room there was a small reproduction of 'A Girl 

Reading' by Fragonard and, in a day lounge in another home, a 

reproduction of a Breughel. 

Paintings - Miscellaneous Media 

There were a number of paintings not simply classifiable as 

watercolours or oil paintings. Most of these were gouaches by 

children which had been made at school. Although there were ten 

such gouaches, they only appeared in two houses. In one (the 

home with the stripped pine furniture) they were prominently 

displayed in the sitting room. In the other they were with an 
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array of family photographs in the kitchen. 

One house contained a small original painting on ivory from 

India. It depicted figures in traditional Indian costume in an 

architectural setting. There were also two portraits of earlier 

family relatives in a dining room. These were actually enlarged 

photographic prints which had been painted over in oils (Illus. 

150a/4 and 150b/4). They had the quality of antiques and 

appeared to be late 19th or early 20th century. 

Two batik pictures - one apparently also employing gouache - 

were together in one house. They were images of flowers made by 

a relative who had attended art school. They were placed in 

Category 4a. 

Drawings 

There were 46 drawings in Area 4. Eleven of the fifteen 

houses had at least one drawing on the walls: three-quarters of 

them were originals; over half of them were of figures including 

portraits. Most of the others were of landscapes including local 

places. As with the watercolours and oil paintings, the majority 

were recent or period traditionalist works (Categories 3a, 3b 

and 9a, 9b). 

About a third of the drawings were in Category 3a, although 

this Category was only present in five houses. The most common 

subject among these was portraits, of which there were six. 

Three of these (two in pastel and one in pencil) were of 

children in the families who owned them. They had all been 

acquired while on holiday. The other three (two in pencil and 

one in pastel) were of unknown people. One of these, by Peter 

Burnes, a local artist, was of a cloth-capped workman (Illus. 
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7/4) and was accompanied by another drawing by the same artist 

of a full length working figure (Illus. 151/4). These, along 

with a pastel drawing by Cornish of a pit village (Illus. 152/4) 

were among the few pictures which alluded to working-class life 

and the industrial environment. (The Cornish oil painting 

(Illus. 140/4) has been referred to already. ) 

One drawing of interest as an isolated case was the original 

plans and elevations for one of the houses which hung 

prominently on the chimney breast in the television room. 

Combining several images on one sheet, it was the biggest 

drawing in Area 4 (approximately 76 cm x 91 cm) (Illus. 153/4). 

It overtly declared the importance of the house - giving it the 

status of architecture - and, by implication, some uniqueness as 

such. It also announced the building as a property. It spoke not 

of a home, but of a building, as an X-ray image speaks of a 

body, not a person. 

There were only two period original drawings. They were both 

tinted pencil drawings and were in the same house. One (Illus. 

154/4) was titled in the drawing 'Temple of Vesta' and was by G 

B Aylmer. The other (Illus. 8/4) was unsigned and was of three 

figures on horseback. 

The reproductions of recent and period traditionalist 

drawings (Categories 9a and 9b) were consistent with the 

originals. It is worth noting that a number of these were 

reproduced in small numbers on a 'personalised' basis. One 

example of this was a reproduction of a pencil drawing of the 

private school (Illus. 155/4) which father and son had attended. 
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It hung in the father's study. This was evidently reproduced in 

relatively small numbers for parents and children of the school. 

It indicated a particular concern with schools (purchased and 

chosen rather than compulsorily attended) and the family 

traditions and continuities associated with them. 

There was one more idiosyncratic example of such small-scale 

reproductions of period drawings. These were bromide prints of 

drawings produced by an early relative who had made the drawings 

on his travels (Illus. 156/4). 

A small number of drawings were placed in Categories 4a and 

4b. These were traditionalist subjects treated in 'contemporary' 

manners and usually framed in contemporary mounts and frames. 

Several of them (Category 4a) were of tourist locations, and 

were examples of holiday souvenirs already discussed. Category 

4b was represented by watercolour drawings of figures in period 

costume titled 'Lang Jack' and 'Tommy on the Bridge' (Illus. 

157/4). It is characteristic of Category 4b that they combined 

antique allusions with contemporary presentation. 

Finally there were eight amateur drawings (seven of which 

were in the kitchen of one house) produced by the woman who 

lived there. She was attending part-time art classes and had 

fixed these drawings on the wall of her kitchen as a way of 

assessing her progress (Illus. 158/4). 

Low Reliefs 

Low reliefs were rare in Area 4. There were just six of them 

across three houses. 

Four of these were in ceramic. One was a frame of three 

ceramic medallions - blue jasper ware - with small images of 
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classical figures on blue grounds (Illus. 159/4). Another two 

appeared to be red clay panels with painted colour slips and 

opaque glazes defining the images of Spanish rural buildings 

(Illus. 160/4). These three were in lounges and given some 

prominence. 

The other ceramic low relief was hung in a hall and was very 

small. About 13 cm high by 4 cm, it was a red clay medallion 

pressed with the formalised image of a bird. In the same hall 

there hung a plaster low relief, slightly larger, with a hand- 

painted image of middle-eastern architecture. 

The other low relief was a Maltese Cross made with the 

'string around nails' technique by a boy at school. It hung in a 

dining room. It is worth mentioning as a rare example of an 

image that would have looked more at home in the working-class 

Areas of this Survey. The work of children - and the influences 

of schools - had common characteristics across the homes in the 

Survey. 

Prints 

Approximately one-fifth of the pictures in Area 4 were 

prints. Only one house contained no prints at all. They appeared 

in every kind of room except kitchens (there were only two in 

dining rooms) but it was in halls and landings that they were 

most numerous. Here, in the form of period topographical prints, 

they were the most common type of picture and typified the 

halls. 

These topographical prints were mostly originals (Category 

3b) although this was sometimes a difficult decision to make. 
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(See the discussion of Originals and Reproductions under the 

Classification of Pictures. ) Most of the subjects were of local 

places (Illus. 302/4). The Northumbrian castles were 

particularly well represented. They were usually hung in groups 

(Illus. 161/4). 

Apart from their antiquity and their reference to local 

places, one characteristic of these prints was their 

homogeneity. It is hardly necessary to illustrate them here, so 

common is their general appearance. They are, in fact, different 

to each other as any self-respecting art historian or 

antiquarian would insist. But these differences in authorship 

and technique are accommodated within a common genre, and a 

common presentation in their framed form. 

Furthermore, as will become apparent in the later discussion -- 

of how these pictures are used, their differences as artifacts 

are not of great importance to their owners. They seem to 

constitute 'neutral' and relatively impersonal objects and their 

location in the halls reflects this. 

Other period prints included four maps, one sporting print (a 

hunting scene), a Baxter print of 'British Troops at 

Windlesham', and a print titled the 'First Scene of the Maid of 

the Mill as designed by M Richards 1768'. Two halls contained 

prints from Wheatley's 'Cries of London'. One hall contained 

Hogarth's 'Chairing the Members' (Illus. 5/4). Yet another 

contained a reproduction of Bewick's wood engraving, 'The 

Chillingham Bull'. 

There were only ten recent prints spread across five houses. 

Eight of these were traditionalist originals (Category 3a). Four 
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were original screen prints signed Hall Thorpe. These were 

images of bowls of flowers in flat simple colours (Illus. 

162/4). They hung in the same room as the 'fauve' paintings of 

flowers. The other four were all etchings and all hung in halls. 

Two were pictures of local places, consistent with the period 

prints. Two, by Tom Carr, were unusual as colour etchings. They 

were of hunting scenes (Illus. 163/4). 

Fabric Collages, Embroideries, Tapestries 

Four houses in"Area 4 contained a total of eight pictures of 

this kind. One fabric collage was one of the largest and most 

unusual objects in the Survey. It was approximately 2mx1.8 m 

and vertical - like a quilted bed cover hanging from a pole 

(Illus. 164/4). It was collaged heavily with a symbolic 

representation of the 'Ladder of Life' and bore a Greek 

inscription. The treatment suggested a naive artist. Since the 

work had been bought from a London venue (unspecified) it 

seemed that the artist was operating professionally. 

This work was in the home already mentioned of the couple in 

their thirties with the stripped pine furniture and the 

reproductions of fauve paintings. It was an isolated piece, 

unusual in size, medium, subject and treatment. 

More consistent with the general character of pictures in 

Area 4 were two very different tapestries in another home. They 

were relatively old family heirlooms and were very worn. While 

they appeared to be a pair, they had been separated so that one 

was in the dining room and the other the living room. About 

91 cm x 61 cm (horizontal), they each depicted rural peasants 
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drinking and eating (Illus. 165/4). 

Also characteristic of the concern with antiquity in Area 4 

were three samplers. Two 19th century samplers hung in the 

sitting room of one house (Illus. 166/4) and a recent one, made 

by a relative, hung in the lounge of another. The same lounge 

contained two small embroidered 'medals' - circular patterns 

each hanging from a satin ribbon - which were made by the same 

relative. 

Photographs 

Five houses in Area 4 contained photographs on the walls. 

Most of them were of members of the family or relatives. There 

were twenty-seven photographs in all and one house contained 

nineteen of them. This was a family house with four children of 

school age. The woman was a keen amateur photographer. Three of 

her photographs hung in the morning room (used as a living 

room). They were 15 cm x 20 cm prints, professionally framed, of 

colour photographs of the Northumberland coast at sunset (Illus. 

167/4). 

They were the only original photographs in Area 4 that were 

not of members of the family and the only original landscape 

photographs outside of the Fine Art Sample. They indicated an 

involvement with photography as more than a record of family 

events - although they were taken by the woman while on holiday 

and, therefore, had a direct connection with her. Along with the 

other paintings and drawings by women in the middle-class Areas 

they also exampled the involvement of women in 'mainstream' 

image-making processes - as distinct from processes such as 

embroidery, traditionally thought of as 'craft' in the fine art 
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world. 

In the lounge of the same house there were four small oval 

framed photographs hung in a group. They were portraits of the 

children produced by a professional photographer. The rest of 

the nineteen photographs in the house were in the large kitchen. 

They hung in the part of the kitchen which was used as a family 

general-purpose area, used by the mother and the children - 

there was a sewing machine, a desk with paints and brushes. The 

photographs were all framed but hung informally along with 

children's paintings. All the pictures were of the children. 

Some were school photographs, some were produced by the mother. 

Three other houses had family photographs on the wall. One 

had four framed professional portraits of the children as babies 

in an unusually prominent location in the sitting room. One had 

a framed wedding group photograph (taken by a relative) in an 

ante-room off the hall, a third had a photograph of the two 

children of the family taken by a relative and framed. This hung 

in the television room. All of these were relatively large 

photographs - including mounts and frames. They were about 30 cm 

x 36 cm square. 

There were just two reproductions of photographs in Area 4, 

both of which were in the same house. One was the image on the 

poster for the film 'Napoleon'. The other was a 25 cm x 25 cm 

print of a mosaic floor. 

In summary then, there was only one house that had a lot of 

photographs. Three others had family photographs and one had two 

reproductions. Leaving aside the two reproductions, the 
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proportion of 'home produced' photographs was about equal to 

those professionally produced. 

Miscellaneous Pictures 

Five pictures were difficult to classify in terms of media. 

Two were together in one house. They were screen-prints on 

hessian of medieval brasses of knights. They were hardly 

reproductions of brasses but neither were they obviously 

'prints'. These hung in a room alternatively called a 'morning 

room' and the 'children's room' (eg Illus. 38/4). 

The other three pictures difficult to classify were a group 

of paper cut-outs. Delicately cut black paper silhouette figures 

in 19th century costume mounted onto white paper. They hung in a 

living room. 

Other Non-functional Objects 

There were seven objects in Area 4 which were non-functional 

but not classifiable as pictures. 

In a dining room there hung a group of three arrangements of 

pressed flowers. They were framed under glass and signed so that 

they were presented very much as pictures (Illus. 168/4). A 

similar arrangement of pressed flowers appeared in a television 

room (Illus. 169/4). 

In a man's study there was a stuffed fish in a glass case 

(Illus. 170/4). The man had caught it himself. The same study 

contained, among other things, the drawing of the private school 

to which reference has already been made. 

There was a large crossword puzzle - about 183 cm high by 

30 cm wide on the wall of the morning room (otherwise described 

as a children's room) along with the prints on hessian of 
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medieval knights. 

Finally, there was a Christmas decoration remnant -a piece 

of silver tinsel - hanging from a vacant picture hook in a 

lounge. The interview took place in August and the tinsel was 

there from neglect rather than any interest in it as an object. 
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Pictures: Area 3: (General) 

The substantial majority of the objects on the walls in Area 

3 were pictures, although the proportion was lower than in Area 

4. As Table 3 in Appendix I shows, the proportion of pictures 

was particularly high in living rooms. 

The large majority of the pictures in Area 3- originals or 

reproductions - were consistent in kind with those in Area 4. As 

in Area 4, paintings and drawings were substantially the most 

common, with prints next. In Area 3, photographs were about 

equal in quantity to prints. 

There was a lower proportion of original pictures to 

reproductions in Area 3 than in Area 4. Most of the originals 

were period prints (topographical prints) or amateur original 

paintings. As Table 3 in Appendix II shows, the most common 

single kind of picture in Area 3 was amateur originals (Category 

6a), most of which were oil paintings. However, more significant 

in terms of the larger character and ambience of the pictures, 

was the fact that the largest stylistic grouping was recent or 

period traditionalist pictures (Categories 3a and 3b) combined 

with their equivalents in reproduction (Categories 9a and 9b). 

Another very prominent kind of picture was reproductions of old 

masters (Category 8b) which were more prominent here than 

anywhere else in the Survey. The relative prominence of this 

kind of picture was one marked difference between Area 3 and 

Area 4. 

Collectively, these three kinds of pictures - amateur works, 

recent or period traditionalist pictures and reproductions of 
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old masters - created the dominant impact in Area 3. 

Paintings and Drawings 

As Table 3 of Appendix II shows, the majority of the pictures 

were paintings and drawings (every house in Area 3 contained at 

least one) and half of these were oil paintings. About a quarter 

were watercolours. 

The pervasive character of these pictures was traditionalist. 

In original and reproduction (Categories 3a and 3b, and 9a and 

9b) they constituted a large proportion of the paintings and 

drawings. The amateur pictures (Category 6a) all aspired to this 

kind of representation even if they fell short technically. 

Furthermore, most of the reproductions of old masters (Category 

8b) - Constable, for example - tended to be compatible with 

traditionalist modes of representation. Together, these 

constituted the majority of the paintings and drawings. All 

fifteen houses had at least one picture in one of these 

Categories. It should be emphasised, however, that these spanned 

a wide range of competencies and the amateur works in particular 

contributed to a considerable unevenness. 

The apparent capacity to reconcile substantial differences in 

competence (not to say 'quality') was surprising to me. While 

there had been an occasional surprise in Area 4, it was much 

more common here. This often seemed to be due to uncertainty on 

the part of the owners, but it can also be understood as an 

expression of the status attached to originals. The aspiration 

was to own originals, but financial constraints prevented more 

than modest purchases. The value attached to an 'original' 
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appeared to compensate for some loss of quality. Thus there was 

a very apparent divergence in quality between the reproductions 

of Constable et al and the original oils by friends who were 

attending local evening classes in art. The owners were usually 

aware of this divergence which seemed to be acceptable because 

the standing of the originals was raised by virtue of their 

uniqueness. 

The most common subject among the paintings and drawings was 

landscape. Landscapes were also the most prominent pictures. 

Thirty-three of the seventy-nine paintings and drawings were 

originals and a little over half of these were amateur works 

(Category 6a). Ten of the houses studied had at least one such 

picture and most were in living rooms or dining rooms. Although 

apparently painted by amateurs (judged by their characteristics 

and information of the circumstances of acquisition), a number 

of them had been purchased from 'art club' exhibitions, for 

example. An oil painting (Illus. 171/3) by an amateur was one 

of the few landscapes commissioned by its present owner in the 

whole Survey. It was commissioned by a postal worker from a 

work-mate who painted as a hobby. 

A lot of these amateur pictures were by friends, relatives 

and members of the immediate family. Sometimes they were the 

product of people attending part-time art classes. There were 

occasional copies. Two in the same postal worker's home were 

copies of period pictures of old Newcastle, (one a watercolour 

and one an oil painting - Illus. 21/3 and Illus. 172/3). They 

were a clear indication of where the aspirations lay. One oil 

painting (Illus. 173/3) was a copy from a picture postcard. 
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There were only two paintings by children on the walls of 

Area 3. One was by a teenager -a picture of a bird. It was not 

distinguishable from the other amateur pictures in terms of 

handling and apparent aspiration (Illus. 174/3). Thus, only one 

picture was in Category 6b as a 'naive' piece of child art. This 

was a picture in powder paint of a butterfly and it hung in a 

kitchen (Illus. 23/3). 

Other original paintings and drawings were nearly all in 

Category 3a - by recent or living traditionalist artists. These 

could equally well have been hanging in Area 4. There were nine 

of these across three homes. There is little to be said of these 

pictures that hasn't already been said under Area 4. 

Two original and competent oil paintings of flowers (Illus. 

175/3 and Illus. 176/3). while typical of the pictures in the 

middle-class Areas in their vision and style, were unusual in 

their approach to flowers. Flower studies occurred in one house 

in Area 4 in the form of screen prints and some reproductions of 

'fauve' paintings (eg Illus. 27/4), and in another house in the 

form of some decorative batik images of flowers. But in these 

cases the treatments were not illusionistic, as in these oil 

paintings in Area 3. 

There were two period originals (Category 3b) in Area 3. They 

were both watercolours. One was a landscape with no apparent 

signature (Illus. 177/3) and the other was titled 'Temperance 

Festival sketched by Rock Jones 1882' (Illus. 178/3). The 

Temperance Festival was an occasion still marked by a race day 

at Newcastle and this picture was of Newcastle races when they 
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were held on the Town Moor. Rock Jones (Jnr) was a local artist 

of some distinction (included in Marshall Hall's volume) and. 

this picture had been on long-term loan to the local Shipley Art 

Gallery in Gateshead. 

One original should be mentioned although it was an isolated 

case (Illus. 179/3). It was the one picture in the Survey 

outside the Fine Art Sample which was categorised as Category 1. 

It was a very marginal case. It seemed to be a monoprint which 

had been developed with gouache as a painting. Various mark- 

making devices had been used including combing the paint. About 

61 cm x 46 cm (horizontal) in size, it was an industrial 

landscape. The artist was a friend of the owner's mother. The 

picture was not placed in Category 1 for any other reason than 

that it seemed to be one that would not look completely out of 

place in a contemporary art show. It was by no means an 

experimental picture but it was convincing enough in the use of 

the conventions employed to justify inclusion in the Category. 

Not only were the visual conventions employed untypical for 

Area 3 but its industrial subject was also unusual. However, in 

many respects the treatment can be seen to be consistent with 

other pictures in the middle-class Areas. Its composition is a 

traditionalist landscape format. For all its attempts to be 

atmospheric, it is basically a realistic picture. It has the 

sense of actual place that characterises the traditionalist 

landscapes - even if, as one suspects, it is not a depiction of 

an actual place. The actuality is in the intention; the vision. 

The picture also renders industrialisation poetic. 

Industrialisation as a harmonious part of the natural order. 
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Human aspirations identified with nature. 

Among reproductions of paintings and drawings the most common 

were paintings by traditionalist artists (Categories 9a and 9b). 

Most of these were Category 9a - relatively recent paintings. 

There were seventeen of these prominently placed in eight 

houses. The most numerous were Rowland Hilder (Illus. 180/3) and 

L Campbell Taylor (Illus. 181/3). There were three of each in 

Area 3. Rowland Hilder was in three houses, Campbell Taylor in 

two. Hilder's pictures of English agricultural landscape were, 

perhaps, more typically representative of Category 9a in Area 3 

than Campbell Taylor's figures in interiors. Hilder's pictures 

were also larger and more prominent. 

Rowland Hilder's work is widely known in reproduction. In an 

unattributed article in the Fine Art Trade Guild Journal, he is 

acclaimed as 'England's best known landscape painter'2. Although 

his work was included in the 1983 Arts Council survey exhibition 

'Landscape in Britain 1850-1950', the catalogue did not confirm 

that reputation and only one of his pictures was included in the 

show. His work is not recognised seriously within the 

contemporary fine art community and is firmly within the 

traditionalist category. It typifies the relatively recent 

manifestations of that tradition which have found their way into 

reproduction. The Fine Art Trade Guild Journal frequently refers 

to such painters as "painters of our rural heritage, 3. "1 have a 

desire to depict our heritage before it is all built upon... " 

says the landscape painter, Spencer Coleman, in the pages of the 

same journal. The unattributed article that contains that 
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statement says of Coleman, "Much of his popularity can be 

ascribed to his ability to produce 'realistic' landscapes 

without losing the essential atmosphere which leads the onlooker 

into feeling that they are themselves part of the scene., 
4 

These words seem equally applicable to Hilder's pictures. 

(And to other traditionalist landscapes in the middle-class 

Areas. ) The Englishness of Hilder's paintings is prominent. The 

title of the picture illustrated as Illusration 180/3 was on the 

mount - 'A Corner of Britain'. a title which emphasises both the 

concern with the home country and the depiction of place. The 

picture included in the Arts Council Exhibition was called 'The 

Garden of England'. The affection is not simply for landscape 

but for English landscape; an affection for England as it once 

was - or as it continues now only for a small proportion of the 

population. But the knowledge, and sense of the continuity, is 

important. 

Similar themes were present in reproductions of paintings by 

Donald Greig (Illus. 182/3) and H Eard (Illus. 183/3). 

Two reproductions of Heaton Cooper watercolours (Illus. 

184a/3 and 184b/3) depicted the Lake Distict -a part of England 

which is much visited by people from Tyneside. Heaton Cooper was 

an artist who was present in the original in Area 4. This 

example of an exact correspondence between an Area 4 original 

and Area 3 reproductions emphasises the continuities (and the 

disparities) between the groups. Cooper's pictures are of a more 

rugged and natural landscape than Hilder's. However, they 

include a concern that Hilder does share in a less violent form 

-a concern with the elements. 
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The actuality of nature is emphasised through the 

specificities of weather conditions and light. These elements 

also convey 'mood'. 'Mood' is a word not much used in the recent 

critical writings of the contemporary fine art world. But it is 

used in the Fine Art Trade Guild Journal. Campbell Taylor's 

paintings of interiors (Illus. 181/3) are referred to in another 

unattributed article in the Journal as being characterised by 

"the peaceful and harmonious mood" which "contributed much to 

his remarkable success". Elsewhere, in reference to a specific 

painting, the article says it "reflects the peaceful atmosphere 

of Victorian times"5. 

Atmosphere, mood, the past, England, nature. These seem to be 

pervasive concerns. The celebration of mood might also be one 

that is important in the image of the creative artist held in 

Areas 3 and 4. Moodiness, freedom of expression, 

unpredictability are, perhaps, characteristics of nature that 

are projected on to the artist -a person given special rights 

to display these characteristics. The artist as an extension of 

nature... 

There were six pictures classified as reproductions of period 

traditionalist works (Category 9b). They were located in three 

homes and were not very prominent. Two should be mentioned in 

that they were cut by their owner from magazines and mounted 

onto chipboard, the edges of which had been painted black. They 

were the Wilton Dyptich (Illus. 185/3) and a section of the 

Bayeux Tapestry (Illus. 186/3). They hung with a Hokusai which 

was-cut from a magazine and mounted in the same way. They 
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represented an unusual willingness to improvise - paralleled in 

a few cases in the working-class Areas. They combat the notion 

that the kinds of pictures that people own is simply a matter of 

financial resources and of what is made available on the 

market6. The woman who had hung these pictures described herself 

as a 'clerical temp'. She left school at age 16 and was married 

to a fitter and turner who had no certificated education. 

These pictures were also unusual in Area 3 in the cultural 

'distance' of the images - historically and internationally. The 

visual conventions employed were distinct from the other 

pictures in the traditionalist Category in a way that might have 

justified the creation of further Categories to accommodate 

them. 

Sixteen paintings (about a fifth of the paintings and 

drawings) were reproductions of the works of 'old masters' 

(Category 8b). These pictures were spread across nine of the 

houses studied. They were mostly relatively large, framed 

reproductions which were prominent in their settings. Along with 

the recent traditionalist reproductions (Hilder, Campbell 

Taylor, et al) this was the dominant group of pictures. 

Six of these were paintings by Constable which were situated 

in three homes. 'The Haywain' appeared in each home and 

'Flatford Mill' appeared twice. The other Constable was 'Dedham 

Mill'. One house had three Constables in the dining room - 'The 

Haywain', 'Flatford Mill' and 'Dedham Mill'. Another had 

'Flatford Mill' and 'The Haywain' along with Turner's 'Fighting 

Temeraire' in the living room. In the same home a Degas painting 

of a ballet class was in the dining room. 
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Constable's 'The Haywain' which was the only picture to occur 

in as many as three homes in Area 3, is a painting with all the 

characteristics that were identified in the discussion of 

traditionalist pictures. Of course, it has other 

characteristics, but the ultimate purpose here will be to try to 

identify how pictures might be being seen in the setting. 

Interestingly, Constable occurs in the working-class Areas - 

though not in quite the same numbers. He was not present in the 

homes of members of the fine art community or in Area 4. He is, 

however, represented in the major art museums and has a 

prominent place in the scholarly account of the history of 

painting. He is well respected by the world of modernist fine 

art as an innovator. In all these contexts his work is perceived 

and used in distinctive ways. As already stated, the same object 

in a different setting has a different meaning - it is not 

simply understood differently; it is experienced differently. 

Leaving aside, at this point, the statements of the people 

who owned these pictures, the most telling clues as to the 

relevant ways of reading Constable's 'The Haywain' in Area 3 are 

obtained from a consideration of the pictures with which it co- 

exists in the setting. On that basis, it can be expected that 

'The Haywain' represents 'a corner of England' and embodies 

those concerns with the past, with nature, and with reality that 

have already been discussed. 

One other important factor must be considered here, although 

it draws on evidence which will emerge more clearly later. A 

finding of this research was that people in the middle-class 
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Areas tended to think of their pictures as 'art'. To them, the 

pleasure that such pictures as 'The Haywain' can give cannot be 

separated from their knowledge of its public identity as 'art'. 

But, more significantly at this juncture, people who may be 

relatively uncertain of their own judgements about art (and who 

cannot afford original pictures anyway) are likely to turn to 

the authority of acknowledged 'art' to guide their selection. In 

the case of Constable in Area 3, it seems possible that his 

pictures combine the characteristics that they would enjoy from 

choice with the assurance of 'quality'. 

Other reproductions in this category can be understood to 

support this interpretation for other reasons. Degas' 'Ballet 

Class' (Illus. 187/3) for example, is a very unusual subject in 

the middle-class homes. No other pictures of ballet dancers were 

found in the Survey. Much the same can be said of Murillo's 

'Peasant Boy Leaning on a Sill' (Illus. 188/3). It is not a 

common subject in Area 3. But both these pictures are 

acknowledged masterpieces of art. It seems to be their 

significance as art that is their main attraction in this 

context. 

All of this pre-supposes at least the knowledge to know which 

reproductions are validated as works of art and which are not. 

It seems significant that 15 of the 16 reproductions paintings 

by 'old masters' were in the homes of those with higher 

education - including the two articled accountants. Seven out of 

the ten such homes each contained at least one. This is not 

only a matter of knowledge, but of taste. It seems likely that 

higher education is associated with the development of 
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particular habits of taste which, given limited financial 

resources, can only be satisfied through the purchase of such 

reproductions. 

Perhaps education results not only in the knowledge to 

recognise the works of 'mainstream' old masters in reproduction, 

but also an increased investment in the area of personal taste. 

More is at stake for people who are supposed to be 'cultured'. 

But unless education is specialised it is likely that it will 

not always have equipped people with well developed individual 

tastes in pictures, the confidence to make independent 

decisions. Perhaps with limited financial resources, 

reproductions of old masters seem a safe resort. 

The other 'old masters' represented were Monet, Rowlandson, 

Vermeer, Beardsley, Rembrandt and Hokusai. The Hokusai was cut 

from a magazine and stuck to a chipboard base as already 

mentioned. 

In addition to these, I was shown a framed reproduction of 

'Card Players' by Cezanne among a number of pictures not on the 

wall in one home. The owner, a school teacher, said they had not 

found a place for this and some other pictures when they had 

moved in. 

There were two reproductions of Lowrys in Area 3 and on hire 

from the Laing Art Gallery's lending library was a reproduction 

of David Hockney's 'Mr and Mrs Clark and Percy'. These were the 

only relatively recent reproductions from the modernist fine art 

world - and Lowry is marginal in that Category. 
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Low Reliefs 

There were just five low reliefs in Area 3. They were mostly 

small objects and were not presented prominently. They seemed to 

be among the more light-hearted objects in the Area. 

The most prominent was a dark glass dragon which hung in a 

lounge. It was mounted on a white rectangle with a wooden frame 

(Illus. 189/3) and hung in the same lounge as the only Category 

1 picture (Illus. 179/3) already discussed, (the house with 

Cezanne's 'Card Players' in storage). It was approximately 

56 cm x 15 cm hanging vertically, which was larger than the 

other low reliefs in the Area. This object presented itself as 

being more associated with 'glass-ware' than pictures. The 

dragon was treated in a schematic, decorative manner. 

The same house contained a low relief image of St Paul's 

Cathedral in the hall (Illus. 190/3). It was a mass-produced 

simulation of ivory and carried a label on the back saying 

'Ivorex'. As an image it was in Category 11a - one of the few 

objects in this Category in Area 3. 

Hanging in the dining room of another home was a low relief - 

15 cm x 10 cm (vertical) made from clock parts with added 

drawing (Illus. 17/3). It was a cartoon image of a golfer. 

Framed under glass, signed JW London '74, it was very much 

presented as an original, which it undoubtedly was. This 

uncharacteristically jokey object bore an interesting 

relationship to 'novelty' objects found in the working-class 

Areas -a kind of 'up-market' version. Both the subject and the 

presentation marked it off from the novelty pictures in the 

working-class homes. It was one of the few objects in Area 3 in 
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Category 5b. 

The two retired nurses had a very small ceramic medallion on 

the wall of their living room (Illus. 191/3). It was signed on 

the reverse L Jackson, and bore the image of a classical group 

of figures in white on a black ground. The circular ceramic was 

mounted on green velvet. 

In the breakfast room of the family that collected tiles from 

each of their holidays abroad, there hung a small wood carving 

of the head of a bearded man in a tall hat. It was tinted with 

colour and had been brought back from Austria. 

Prints 

After paintings, prints were the most numerous pictures in 

Area 3. The majority were period prints, most of which were 

topographical prints of Newcastle, the Northumbrian castles or 

Durham Cathedral. There were a few maps. These prints were in 

complete continuity with Area 4. They played a substantial part 

in creating the pervasive impression that the pictures in the 

Area 3 were mainly traditionalist in character. As in Area 4, 

these period prints were the most homogeneous pictures (indeed 

objects) in the homes, constituting a clearly identifiable 

group, similar in size, subject matter and treatment. Many of 

them hung in halls. Most of them appeared to be originals 

(Category 3b) in that they were taken from the original plate. 

They had usually been bought in antique shops or like dealers. 

Some were reproductions (Category 9b) and two were etched onto 

copper (Category 10b). 

There were three relatively recent prints of local places. 
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Two of these were small etchings of the Lake District and Durham 

Cathedral (Illus. 192a/3 and 192b/3) signed Donald Crawford. 

These were essentially contemporary examples of the 

traditionalist topographical print. More unusual was a 

relatively large original screen print (Illus. 193/3) (61 cm x 

46 cm horizontal) of a view of Durham Cathedral across the roof 

tops of the city. This was signed Norman Wade and was more 

contemporary in its treatment than the other prints in Area 3. 

There was one Category 8b print. This was a relatively large 

reproduction of a lithograph by Lautrec of a horse and trap. 

What was particularly interesting was that all the prints in 

Area 3 were in homes which contained higher education. Seven of 

the ten homes containing higher education had at least one print 

on the walls. None of the five homes without higher education 

had any. This seems to be consistent with the fact that 'old 

master' reproductions were concentrated in the homes of people 

with higher education. Original period prints were presumably 

within their financial range and were at the same time clearly 

identifiable as 'currency' both in terms of the life-style to 

which they subscribed and in terms of the status of the prints 

as original works of 'art'. 

Fabric Collage, Embroidery, Tapestries 

There were only two pictures of this kind in Area 3. 

One was an embroidery of a vase of flowers (Illus. 194/3) 

made by a relative of the family - an amateur work (Category 

6b). The other, which has already been mentioned, was a 

reproduction of a section of the Bayeux Tapestry cut from a 

magazine and pasted onto chipboard. 
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In the living room of an additional house visited in Area 3- 

not included in the random sample - there was a relatively large 

(91 cm x 61 cm) embroidery made from a bought craft kit (Illus. 

195/3). It was made by the woman of the house who was a thirty- 

five-year-old midwife, and was unusual in that it was of an 

abstract design. This picture has not been included in any of 

the numbers given for Area 3. 

Photographs 

Photographs were nearly as numerous as prints in Area 3 but, 

since they were relatively small and sometimes hung, or fixed 

temporarily to the wall, in groups, they were confined to fewer 

houses. Five of the houses had photographs on the walls. They 

were less prominent than prints. (It should be emphasised that 

this study refers only to objects hanging on the walls. 

Photographs were also apparent standing on mantlepieces and 

sideboards. ) 

The majority were originals and these were about equally 

divided into professional photographs (Category 12a) and ones 

taken by members of the family, relatives or friends (Category 

12b). In both cases, they were all of people - members of the 

family. The professional photographs were usually school or 

wedding pictures. 

Whether or not it is significant, four of the five homes that 

contained photographs hanging on the walls were the homes of 

people over 50 years of age. Since in the homes of younger 

people there seemed to be photographs - though not hanging on 

the walls - this could be a matter of fashion. 
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There were four photographs in Category 13 - reproductions. 

Three of these were in one house. This was the home of Eleanor, 

the 70-year-old widow. They were all colour photographs, 

horizontal in format and approximately 30 cm x 25 cm in size. 

All of them were of landscapes with little sign of human 

presence. In the lounge there was an English snowscape (Illus. 

50/3) and a Norwegian Fjord, in the hall a lake and mountains in 

Switzerland. 

The other reproduction of a photograph was a very small 

picture of two otters hanging among many other things in the 

kitchen of the two retired nurses. 

Miscellaneous Pictures 

There was a marquetry picture in the dining room of a couple 

aged over 60 years. It depicted ducks flying up from a lake over 

bullrushes. It was made by a relative - probably from a bought 

kit. 

In the kitchen of the married couple, who each had a PhD and 

had lived for several years in the USA, hung a circular disc 

(Illus. 196/3) which had a geometric regular pattern printed 

onto it. It was like an inexpensive dinner mat perhaps, but it 

was called by its owners 'A Pennsylvanian Hex', which they said 

was supposed to bring good luck. 

Other Non-functional Objects 

Seven of the houses in Area 3 had one or more objects on the 

walls which were non-functional but not classifiable as 

pictures. There were thirteen such objects and nearly all of 

these were plants in some form or another. Five of them were 
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flowers pressed under glass and framed, presenting themselves 

very much as pictures (Illus. 197/3). Some of these were signed 

as originals. Four were in dining rooms, one was in a lounge. 

Some were dried flowers arranged on a hessian or rush ground, 

but not under glass or framed. Others were hanging plants in 

either rope or plastic wall hangers. There were two of these in 

a hall and one in a dining room. 

There was one corn dolly in a dining room and one printed 

sheet of information about cooking herbs in a kitchen. 
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CHAPTER 3 

The Working Class Areas 

Overview 

To enter the living rooms in the working-class Areas was 

usually to be impressed by the visual diversity of the contents. 

The appearance of everything seemed to speak of unselfconscious 

ingenuity, a good-humoured and uninhibited celebration of 

novelty - even the bizarre. Notions like 'truth to materials' 

had no currency here. Plastic gold figures hung joyfully in 

plastic gold frames on formica pine planking; mock medieval 

weapons mocked (or, rather, disregarded) sober notions of 

'authenticity' as they hung on synthetic leathers. 

There was little stylistic consistency in the profusion of 

different surfaces, forms and decorations. The most common 

characteristic was variety itself. 

While objects hanging on the walls were visually elaborate, 

they were more set into the larger abundance than isolated for 

attention. Thermometers, letter racks, plaster plaques, pictures 

- they emerged as I looked for them (often from the illusory 

recesses of elaborate wallpapers which would have dismayed 

Pevsner1) and their owners were sometimes surprised as I brought 

them to attention. On occasions the surprise was the product of 

preconceptions about what kinds of things would interest me as a 

representative of the art world. Sometimes it was a lack of 

immediate awareness of what was there. 

The surprise was significant. It was the first, and possibly 

the most reliable, indication that many of these objects were 

not on the wall for the primary purpose of being attended to 
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actively or individually - and certainly not as works of art. 

The presentation of the objects in the clamour of the rest of 

the room confirmed this. This is not to say that their visual 

characteristics were not important. Nor would it be accurate to 

say that all the objects were equal in these terms for their 

owners. 

Pictures were apparently no more important than other objects 

on the walls, many of which bore pictorial images. Not only were 

they no more important but they were little different in kind, 

so common was it for other, apparently utilitarian, objects to 

carry depictions of various kinds. 

When the images on objects in the working-class Areas are 

considered as a whole - without separating functional from non- 

functional objects - two kinds of subject were most common. 

These were figures and landscapes. The characteristics of these 

images (as well as the terminology of their owners which will be 

considered later) would make the terms, 'country scenes' and 

'people' more appropriate than the more detached fine art 

terminology of 'landscape' and 'figures'. 

Most of the representations of landscape were 'humanised'. 

They contained many references to the presence of people and 

animals. In particular, they often included cottages which I 

have interpreted as being very much 'homes'. The notion of 

'country scenes' implies places inhabited in a benevolent way 

and this was the dominant characteristic of many of the images. 

The images of 'people' ranged from known celebrities (Laurel 

and Hardy, and the Queen, for example) through photographs of 

231. 



members of the family, to photographs and cartoon 

representations of children. Interestingly, those images of 

'unknown' people (that is, not celebrities or relatives) were 

usually of children. 

After 'country scenes' and 'people', the most common subjects 

were animals (including birds and fish) and sailing ships. 

It should be said that these observations focus on what 

seemed to be the dominant subject. Obviously, pictures combined 

elements. Landscapes might contain figures and animals, figures 

might be combined with animals. It was a matter of judgement 

which was 'the subject'. Images could not be simplistically 

categorised in that way. 

Functional and Pseudo-Functional Objects 

One of the major surprises for me was the discovery that many 

of the things on the walls were not pictures in the sense that 

they have been defined here. This was no surprise in the 

kitchens but in the living rooms and, where they existed, dining 

areas, there was a similar persistence of functional objects. As 

Table 1 in Appendix I shows, more than half the objects 

documented in the working-class Areas were functional or had 

some functional dimension to them. 

Some of these objects, while carrying a lot of visual 

embellishment, were performing real functions. These were mostly 

clocks and mirrors but there was also the occasional mending 

kit, calendar or clothes brush. 

All the clocks were very ornamental, mostly of 'sunburst' 

design in one form or another. The energetic variations on that 

design motif emphasised the liking for ingenuity and bold 
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stylings (Illus. 198/2 and Illus. 199/2). 

The older people, in particular, would have a functional 

mirror in the living room and the interviews revealed that these 

were often very important objects in their lives. They mostly 

hung on chains, were elaborately shaped and had unframed, 

bevelled edges, sometimes with coloured, frosted, decorative 

surfaces included. Some rooms contained more than one (Illus. 

200/1 and Illus. 201/1). 

Other objects classified as genuinely functional were less 

convincingly utilitarian. They included rush brushes, for 

example, which were about 91 cm long with soft rush bristles 

(Illus. 202/1). There were six of these in four different homes, 

all appearing to be the same and all in the homes of younger 

families. Apparently imported inexpensive craft products, they 

seemed to be an example of the influence of a localised fashion 

or trend developing among people of similar age living in the 

same district. They were usually hung diagonally in living rooms 

and dining areas. While they could legitimately be deemed 

functional in that they could do the job of sweeping, they were 

obviously not on the wall for that purpose and were not used in 

that way. 

A number of inexpensive oriental fans were similarly capable 

of a function but not performing one. It is tempting to assume 

that such objects, along with the brushes, were liked as hand- 

made objects, made from natural materials and having traditional 

craft qualities. But if this were so, it would represent a stark 

contrast to most of the other objects with which they co- 
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existed. What these brushes and fans (and other occasional 

oriental objects) seemed more convincingly to be a part of was 

the prevailing enthusiasm for things that are 'different' - for 

'novelties'. 

The younger people often had picture mirrors largely covered 

by images. These carried a range of images: advertisements for 

Southern Comfort whisky (Illus. 203/1) and a Rolls Royce car; a 

cartoon image of children cuddling; a 'Great Sailing Ships - The 

Cutty Sark' image which seemed to invite collection of a series; 

a portrait of Laurel and Hardy and one of David Soul (Illus. 

204a/1 and 204b/2); an image of the bridges over the Tyne 

(Illus. 326/2). 

One house on the council estate had five screen-printed 

mirrors in the dining area. They were all printed with images by 

Mucha, titled 'Spring', 'Summer', 'Autumn' and 'Winter', each 

having a woman as the central motif. Four of the mirrors were 

closely grouped symmetrically around a larger central mirror. 

The arrangement was carefully considered and was very much a 

part of the concept of the room as a whole - the total decor 

(Illus. 205/2). 

These picture mirrors were typical of a wide range of 

apparently utilitarian objects in Areas 1 and 2 which were not 

really capable of performing the functions to which they 

alluded. When looked at closely, they did not seem to be 

seriously designed to perform a function effectively - nor were 

they hung on the wall for that principle purpose. They were 

pseudo-functional. 

These pseudo-functional objects included embossed brass 
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plates, imitation shields and crossed swords, thermometers on 

wooden plaques with pictures on them, wooden plaques with low 

relief images carrying rows of hooks, letter racks bearing 

pictures and objects with such characteristics in various 

combinations. 

Their capacity to perform their functions was very limited 

even when the function had any genuine currency in the life of 

the home. The brass plates could not operate as plates on the 

wall and the pictorial relief of the galleon or tavern scene was 

so heavy that very little would stand on them even if they were 

put on the level. To achieve that, the hanging fixtures soldered 

at the back would have to be removed. They were made to hang on 

the wall. The shields, crossed swords and other weapons were 

also made as wall hangings. Some were made of little more than 

cardboard, some of brass; others, more serious replicas, were in 

wood or metal. The thermometers were very inexpensive and 

dominated by pictorial or decorative surrounds. The plaques with 

rows of hooks would certainly carry keys, and sometimes did, but 

the degree of visual embellishment was not essential to this and 

the need to hang keys in homes with few lockable doors and few 

cars seemed doubtful. The screen-printed mirrors could only be 

used as mirrors with difficulty. If the primary intention was to 

have a functional mirror, it seemed inappropriate to hang one 

with its surface largely covered by an image. The letter racks 

had an unconvincing function and carried inessential, 

substantial images. 

In fact, though the functional aspects of these objects 
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seemed unconvincing, what they convincingly had in common was a 

significant visual aspect. Most carried images or decorative 

motifs. Most incorporated pictures in one form or another. 

Sometimes it was difficult to decide where the balance lay 

between the functional and the visual. 

One of the most profoundly ambiguous objects in Area 2 was a 

working clock which was ultimately classified as pseudo- 

functional. Besides being a clock, it was a reproduction of a 

painting, about 41 cm x 36 cm in size and framed in a synthetic 

gilt frame (Illus. 206/2). The clock on the inn, where an inn 

sign might normally hang, was a real clock (about 5 cm square) 

incorporated into the picture. 

A different combination of picture and clock was in the 

additional house (not randomly sampled) in Area 2. It was one- 

third clock and two-thirds picture - literally having a clock on 

one-third of its surface and a picture on the other two-thirds. 

The picture was a reproduction of a period print of Grey Street, 

Newcastle, reproduced on copper (Illus. 207/2). 

It was tempting in the early stages of the Survey to guess 

that these were heavily decorated, utilitarian objects - that 

the functional characteristics were camouflaged, or alleviated 

by visual and pictorial dimensions. But this assumed an 

intentionality which, if present, could well be operating in 

reverse. The objects might be pictures camouflaged by 

utilitarian dimensions. In other words, the functional element 

excuses and explains the picture; justifies it; wards off the 

need for further explanation. 

Not only were objects ambiguous in combining functional and 
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pictorial characteristics, but they often had other playful 

ambiguities of identity. For example, a barometer would be 

shaped as a guitar (Illus. 208/1), a thermometer as an anchor 

(Illus. 209/1). A clock, whose face was the pan of a bed-warmer, 

and several whose faces were synthetic ceramic dishes were 

examples of this (Illus. 210/2 and Illus. 211/2). 

Sometimes these identities would be added to by the presence 

of a place-name, giving the object another meaning. The object 

in Illustration 212/1 is a thermometer, a note-pad and pencil- 

holder and a row of hooks. In addition, it seems to be a 

miniature fireplace with copper frying pans. Finally, the place- 

name seems to identify it as a souvenir, although this 

assumption has to be treated with caution since the object may 

well have arrived in the home as a gift -a product of someone 

else's travels and not the owner's. 

One of the most multi-dimensional objects in the Survey was a 

pseudo-functional object in Area 2 in the dining area of a 

couple in their late forties. It was a piece of wood shaped as a 

guitar with a thermometer fixed to its neck, a circular 

photograph of a holiday beach where the rose of the guitar would 

be, a row of brass hooks where the bridge would be and, at the 

bottom, a hook which swung out (perhaps to take a coat? ). Above 

the picture was a plate with the inscription: 'Mallorca' (Illus. 

213/2). 

The fact is that these objects were full of ambiguities2. 

They were all being something else, all questioning their own 

identities. Indeed, the ambiguities seemed to be the major part 
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of what they were about. It was essential to their unusualness, 

their novelty, their ingenuity. The combination of humour and 

profound ambiguity subverts 'commonsense'. There is a defiance 

of reason; an almost frenetic refusal to accept 'logic'. The 

contradictory combination of different utilities and identities 

seemed to provide a humorous aspect -a sort of conundrum 

quality. 

"When is a door not a door? " 

"When it's ajar. " 

"Why is a pork pie uncomfortable to wear? " 

"I don't know. Why is a pork pie uncomfortable to wear? " 

"Because the gravy runs downs your neck. " 

"It's the mystery of the Orient. " 

"What is? " 

"Orient 6 Spurs 2. " 

Among these pseudo-functional objects were replicas. These 

were three-dimensional reconstructions of functional objects. 

They ranged from things that were obviously not functional in 

their replicated form -a pair of small-scale ship's bells in 

synthetic bronze, for example (eg Illus. 214/1) - to facsimiles 

of historical weapons which were intended to look like the real 

thing and sometimes did, at least to my non-specialist eye 

(eg Illus. 215/1). 

It was the scale and apparent weight (or lack of it) that 
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most often put the authenticity of these facsimiles of weapons 

in question. They were common enough to occur in eight different 

homes - four in each of Areas 1 and 2. They tended to be in the 

homes of younger families and they were sometimes organised in 

considered arrangements. One home on the new council estate had 

a shield and crossed swords, a flintlock pistol and two short 

knives in scabbards, the latter arranged carefully around a 

large rectangle of mirror tiles bearing the coloured image of a 

tiger. This symmetrical arrangement dominated the living room. 

Another home, which contained two flintlock pistols (Illus. 

216/2) and a sword in the living room, had a battle-axe and 

spiked ball (Illus. 217/2) arranged carefully in relation to 

another battle-axe in the dining area. 

The total arrangements seemed as important, if not more so, 

than the individual objects. The intention seemed to be to 

create a particular kind of setting: settings which were far 

removed historically or geographically from the circumstances of 

the household. The surfaces on which the weapons were hung - 

formica dark planking, pebble-dashed copper or dark cork, seemed 

an integral part of the total effect. There was a bold 

theatricality about these arrangements. Baronial, imperial, 

exotic, historical - far removed from the world outside the 

front door or the life of the household, past or present. 

They created effects which resonated of a past world of 

popular film, reflecting both the styling and ambience of 

earlier cinemas and the settings of many of the more romantic 

films -a combination of romance, swashbuckling adventure and 
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power, expressed through the actions and achievements of the 

heroes and heroines on the screen. It is a film world of the 

past. An imaginary power. 

Among the pseudo-functional objects were various kinds of 

dishes In glass, enamel and some embossed brass plates (eg 

Illus. 218/1). One house on the new council estate was unusual 

in having a number of ceramic dishes on the walls. Two of these 

were in the dining area and seven in the small kitchen. They 

were all mass-produced and were not hung to be used even if they 

were made with that possibility in mind. One, made in Japan, 

specifically stated on the reverse: "This plate is for 

decorative not functional use", confirming the validity of the 

'pseudo-functional' Category. All these ceramics were light in 

weight, earthenware or porcelain, and finished with clear glaze. 

Most had a strong pictorial dimension so that there was a right 

way up for each. These included a Royal Doulton piece bearing a 

landscape (Illus. 219/2), a coronation souvenir commemorating 

the crowning of King George V (Illus. 220/2) and a picture of an 

onion seller with the inscription round the perimeter: "Ye Olde 

English Customs, Buy My Four Ropes of Onyons" (sic) (Illus. 

221/2). 

More characteristic of the homes in Areas 1 and 2 were two 

ceramic dishes (Illus. 222/2). They hung in the house with the 

battle-axes and consisted of a pair of embossed brass dishes 

with ceramic centres. They could equally be described as ceramic 

dishes with ornate embossed brass surrounds. The ceramic centres 

bore litho transferred pictures of courtiers in gardens. In 

their mixture of materials. uncertain identities and vague 
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allusion to another time and place, they were part of the larger 

ambiguity and variety which characterised objects in the 

working-class homes. Were they to be understood as pictures or 

as plates? 

Similarly ambiguous were a ceramic dish and two ceramic tiles 

owned by Sarah, the woman with the degree in Area 1. One of two 

ceramic dishes that she had on her walls was completely covered 

by a colour reproduction of what looked like a Murillo painting 

(Illus. 223/1). 

She also had two tiles, framed in wood, so that they were 

presented as pictures might be, with images of traditional 

workmen in craft trades. These were in terracotta colour on 

white surfaces (Illus. 224/1). While these objects shared the 

ambiguity of identity - pictures or functional objects - with 

other objects in Area 1, the images were uncharacteristic as, 

indeed, was Sarah herself. The tiles were the only ones in Areas 

1 or 2 and the traditional 'folk' images of work were the only 

ones of their kind. 

Picture calendars were common objects which combined 

pictorial with functional dimensions. Calendars without 

pictures, which were numerous (usually commercial calendars), 

were categorised as functional but those dominated by pictures 

were classified as pseudo-functional because they seemed not to 

be designed principally as functional calendars. The ways in 

which they were being used indicated that they were not present 

as functional things. Both the date and the dominance of the 

image on the example presented (Illus. 225/1) demonstrate these 
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characteristics. 

Picture calendars seemed to be particularly flexible objects 

in the household. They displayed a number of interesting 

characteristics including the creative intervention of members 

of the household. In two cases, for example, calendars had been 

created from old Christmas cards. Both in the homes of elderly 

people in Area 1, the pictures from Christmas cards had been 

kept and small calendars fixed to the bottom (Illus. 226/1). One 

is a photograph of a still-life, the other a reproduction of 

what appears to be a Dutch painting (Illus. 227/1). These 

indicated the importance that pictures could have and also the 

ingenuity of people in providing things for their walls. It is 

another counter to the assumption that the kinds of pictures 

people surround themselves with is simplistically dictated to 

them by what they can afford and what is made available on the 

market. 

There were five picture calendars in Area 1 including those 

three already mentioned. The other two carried large photographs 

of animals -a cat and a horse. One of the calendars was in a 

kitchen, the rest in living rooms. 

Picture calendars were more numerous in the new council 

estate than in Area 1 and they were spread across all age ranges 

of people encountered there. Nine of the fifteen houses 

contained them. They were as diverse in size, shape and 

materials as the other objects and contributed to the general 

impression of enthusiasm for novelty. Most of them were in the 

dining areas which tended to be the functional spaces along with 

the kitchens. Two were in porches. Just one, a fabric collage on 
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a hessian ground (Illus. 228/2) was in a living room. This was 

home-made and had been a gift. 

Three calendars in Area 2 had been made in school by primary 

school children and brought home for their parents. One was a 

face painted onto a card plate, another had a small reproduction 

of a nativity scene glued to the centre and had been decorated 

around by the child. The third had been made by a fold-over ink 

blot process, producing an abstract pattern of a kind that was 

unusual in the Survey except, perhaps, in the homes of members 

of the fine art group. The acceptance from children of very 

different kinds of images from those that would normally be 

tolerated was an interesting aspect of the Survey in both the 

middle-class and the working-class Areas. Among other things, it 

seemed to emphasise the power of association with people as a 

force in giving images value and meaning. 

The images on the calendars were wide-ranging. One Catholic 

household had a calendar with a reproduction of a painting of 

Christ holding a lamb (Illus. 229/2). 

One calendar bearing a reproduction of a map print was on 

silver paper and another on a metallic surface bore a poem 

surrounded by flowers. The poem read: 

I expect to pass 
this way but once 
and any good therefore 
that I can do 
or any kindness that I can 
show to any fellow creature 
let me do it now. 
Let me not defer 
or neglect it 
for I shall not pass 
this way again. 
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It was in the home of an elderly couple in Area 2. (Though 

not stated on the calendar. the poem is attributed to Stephen 

Grellet (1773-1855) in The Oxford Dictionary of Quotations 

(1959). ) 

The use of words was common on objects in the working-class 

Areas and the pseudo-functional objects, in particular, often 

carried texts - mottoes, poems, epigrams. 

"Happiness is having someone to care for", said the words 

surrounding the image of two embracing children in the centre of 

a ceramic dish hanging in the kitchen of a young couple in their 

twenties (Illus. 230/1). 

In the hall of a 63-year-old woman hung a brass plate (Illus. 

231/1) decorated with a verse in script surrounded by crinolined 

ladies among flowers in the garden of a thatched cottage. The 

verse read: 

Home Sweet Home 

If you live in 
castles great, or humble 
cottage be your state, it 

matters not for where 
you roam, there is no 

place like Home 
Sweet Home. 

These objects overtly expressed values, aspirations and ideas 

that were about interpersonal relationships. Strong statements 

about the value of friendship, loyalty and kindness. Statements 

about the home as the centre of lasting and true affections. 

Statements about relationships on a small scale, affections for 

one's own; for those close enough to touch. 

This explicit expression of values was peculiar to the 

working-class Areas in the Survey. Elsewhere these values (and 
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certainly the open expression of them) would be viewed as a 

source of embarrassment. 

The texts also added to the presence of novelty and humour. 

"Many hands make light work" read the inscription on a small 

ceramic frying pan hanging in the living room of an elderly 

couple (Illus. 232/1). A carved spoon hung in the home of Tom, a 

seaman, and his wife, Molly (Illus. 233/1). It had been made by 

a member of the crew of a ship as a gift to Molly who had gone 

on a voyage with the ship. The handle was intricately carved 

with the name of the ship. In the bowl of the spoon was burned a 

poem: 

Lots and lots of ice-cream 
Molly's getting fatter 
But Tommy loves you cuddly 
So it really doesn't matter. 

At a more mundane level, words were present in many other 

forms in the objects on the walls in the working-class homes - 

the advertising texts on the screen-printed mirrors already 

mentioned, the word LETTERS on a letter rack, the names of 

places on objects from holiday resorts. 

The imagery on this exuberant diversity of functional and 

pseudo-functional objects was, itself, characterised by variety 

and novelty. Some had reproductions of photographs on them, some 

had cartoon images, some were carved or cast in low relief, some 

were burned into wood, some were painted. 

Substantially, the most common subject in the images on the 

functional and 'pseudo-functional' objects was people - 

particularly children. To a much lesser extent there were 

humanised landscapes (landscapes featuring figures or cottages), 
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flowers or plant forms, animals (including birds and fish), 

ships and coats-of-arms. Tourist views were numerous but there 

were not many images of local places -a notable absence which 

will be considered further. 

The imagery was not markedly different to that present in the 

pictures. There was no clear distinction between functional and 

non-functional objects in this respect. Discussion of the nature 

of the images will therefore be concentrated in the 

consideration of the pictures which follows. 

Pictures (General) 

Many of the pictures in the working-class Areas also had 

strong novelty characteristics. Although they could logically be 

categorised as different from the functional and pseudo- 

functional objects because they had no functional dimension, 

they tended to blend with them. 

As Table 2 in Appendix I shows, even with kitchens excluded, 

considerably fewer than half the objects on the walls in Area 1 

were pictures (by the definition given earlier) and about half 

in Area 2. Of these, the majority seemed to strive for novelty 

either in the pictorial conventions and subject matter, in the 

materials in which they were produced, or in both. Pictures 

were often circular, printed onto concave or convex perspex, 

screened onto silk, cast in plaster as low reliefs, printed onto 

copper or steel, painted onto glass, made from string around 

nails, gouged from polystyrene, made from tree barks or from 

shells. 

The pictures showed great variety in materials, stylistic 
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conventions and, to my eyes, competence. The owners of the 

pictures were clearly able to accommodate these differences 

easily. 

With due regard for the difficulties associated with deciding 

which pictures were 'originals' and which were not (discussed 

under Originals and Reproductions in The Classification of 

Pictures), about a third of the pictures in Areas 1 and 2 were 

classifiable as originals. 

'Conventional' pictures in a single traditional 'art' medium, 

on a two-dimensional surface (originals or reproductions) were 

only a part of this range. They tended to be more common in the 

council homes than in Area 1. Within this mixed array of modes 

of presentation the most common single kind of pictures was 

paintings (or images that had apparently started out as such), 

followed by low reliefs. 

Together, Categories 5a and 5b and their equivalents in 

reproductions (Categories 11a and 11b) accounted for more than 

half the pictures in the working-class homes. The most common 

subject in the pictures was figures followed by landscape. The 

landscapes usually included the presence of people, animals and 

cottages. Other prominent subjects were animals (including birds 

and fish) and ships. 

Paintings and Drawings 

About half the pictures - whether they had novelty 

characteristics or not - were paintings and drawings (mostly 

paintings) or appeared to have started out as such. The majority 

were reproductions - though not conventionally so. Just over a 

quarter of the paintings and drawings (18 pictures) were 
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classifiable as originals in the terms of the definitions given 

earlier. These originals showed the same boisterous variety 

which characterised the other objects on the walls. 

Most of them were by amateur artists - members of the 

household, relatives or friends. Just three aspired to the 

conventions of traditional fine art practice (Category 6a). Of 

these, a pastel drawing (Illus. 234/1) was the only original 

which might have passed the attention of a member of the fine 

art world without comment as a more or less conventional 

picture. Framed under glass and depicting a landscape with a 

horse rider in the middle distance, its level of skill indicated 

that it was made by a relatively practised but untrained artist. 

It was, in fact, made by a relative of the woman who owned it 

who painted as a hobby. 

The other two originals in Category 6a were oil paintings - 

both portraits and both in Area 2. One (Illus. 22/2) was a 

portrait of a young woman in academic dress holding a parchment. 

It was the grand-daughter of the 79-year-old widow who owned it. 

The painting had been made by a relative who painted as a hobby. 

It was worked from a photograph taken on the grand-daughter's 

graduation day at Newcastle Polytechnic. 

The other portrait (Illus. 235/2) was of a child - the 

daughter of the woman who owned it. It was painted by a friend. 

Both these portraits were unusual fn"the working-class Areas as 

relatively large original oil paintings (approximately 91 cm x 

61 cm) and as portraits. While each obviously alludes to the 

tradition of fine art portraiture, each shows its dependence on 
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photography - particularly in the smiling faces. The smiles also 

dispel any sense of solemnity or 'perennial' significance. Both 

sitters occupy shallow unmystical space - rather than pregnant 

and 'profound' voids. The process of portraiture in oils has 

been used unselfconsciously and does not solemnify or elevate 

the sitters. 

Both these portraits were distinct from portraits in other 

parts of the Survey because of the lack of skill within the 

conventions being used. The portrait of the child is referred to 

again in a comparative insert. 

Five originals, all by the same amateur artist (a relative of 

the family) were all in the living room of the same new council 

house with the five Mucha screen-printed mirrors in the dining 

area. They were all pen drawings, some incorporating gouache. 

(See, for example, Illustrations 236/2 and 237/2). They had in 

common with the Muchas the depiction of women with more than a 

hint of sexuality or glamour. Apart from this, the emphasis 

seemed to be on how they had been done. The pen lines had been 

used to define the sculptural form of the face and body in 

regular lines reminiscent of the graphics in some comic books. 

They were competently framed and seemed to have been produced 

largely as furnishings. They seemed to be about the style in 

which they were drawn and were categorised as Category 4a. 

Two other amateur originals in Category 6a (Illus. 238a/1 and 

Illus. 238b/1) were two of the most interesting objects in the 

whole Survey. 

They attempted to use conventions and stylistic 

characteristics associated with modernist art, which made them 
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unusual in the Survey outside the homes of the Fine Art Sample. 

(They clearly would not be acceptable in the fine art world. ) 

Their owners who had received them as gifts from the artist who 

painted as a hobby, considered them novelties and valued them 

because they thought them outrageous. One (Illus 238a/1) was 

made in collage and oil paint. About 107 cm x 76 cm (large for a 

picture in these homes) it contained a chaotic mixture of 

cartoon, photographic and graphic imagery - to my eyes depicting 

some kind of 'fall of mankind'. The other, slightly smaller, was 

more abstract. Whether or not I was correct in reading the 

collage as depicting 'the fall', it was apparently overtly 

concerned with moral issues. It has this in common with those 

objects which include mottoes and poems; examples of an 

unashamed engagement with moral values, which tended to be 

confined to Areas 1 and 2. 

Also, apparently 'home-made' but demonstrating an 

unselfconscious naivety (Category 6b) were two little pictures of 

churches (eg Illus. 24/1) each 15 cm x 15 cm square and hung as 

diamond shapes. They were painted in black oil paint on glass 

with mother-of-pearl material glued behind the church windows to 

simulate the effect of stained glass. They were framed in passe- 

partout. Both the materials and the diamond shape presentation 

seem to be part of the general uninhibited enthusiasm for 

unusualness and the unconventional. 

Other original paintings and drawings in the working-class 

homes were professionally or commercially produced. Made by 

apparently untrained artists, they were consistent with the 
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unreserved variety of everything else. They made no attempt to 

adopt the pictorial conventions of fine art. One of these 

(Illus. 18/1) was a painting on glass of a cartoon image of a 

dog with a top hat. Signed 'Bevafichi', it was relatively large, 

(61 cm x 51 cm) and was dominant in the room in which it was 

hung. It had been bought for £10 at a Sunday quayside market in 

Newcastle. There were other pictures by the same artist, 

employing the same technique, in a pub near the streets which 

made up Area 1. 

This cartoon is overtly 'non-art' - and the more so because, 

in the gestural presence of the signature (possibly an invented 

'arty' sounding name? ) and the frame, it seems to caricature 

'art' as much as the dog. 

Two more originals were side by side in the same dining room 

as the clock 'hidden' in a picture. They had been bought for C2 

each on the doorstep from an artist who was taking his work from 

door to door. They were painted on felt. One was of a tiger and 

one a horse (Illus. 239/2 and Illus. 240/2). Each was signed 

P. H. '81. Apart from the signature, these do not employ fine 

art conventions and were categorised 5b. 

A number of the mass-produced pictures were difficult to 

classify as either originals or reproductions. Some pennants 

made from black felt were of that kind. Not only are they 

questionable as 'originals' but they may not be 

uncontroversially categorised as either paintings or prints. 

Those illustrated depict Australian cities (Illus. 241/1) and 

the Blackpool Tower (Illus. 19/1). They are obviously mass- 

produced but apparently largely by hand. They appear to be 
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partly spray-painted through templates, perhaps partly screen- 

printed and also embellished with a brush. Glitter is added. 

When two of the same design are examined (as was possible within 

the Survey since the Blackpool pennant appeared in two different 

homes and one of another design was displayed as a pair in one 

home), there were sufficient differences between them to suggest 

that they were largely hand-made and individually finished. 

The fact that they were pennants took them out of the 

conventional 'picture' category which was no doubt one of their 

attractions - contributing to the sense of variety and 

unusualness. It also, perhaps, lent an emblematic quality, 

making these images 'stand for' the places depicted in an 

authoritative way, like the pennants that football teams from 

different countries have traditionally exchanged before the 

kick-off. 

About three-quarters of the paintings and drawings were 

reproductions. The most common single kind were very inexpensive 

reproductions of oil paintings (Category 11a). Thirteen houses 

contained them. A number of these reproductions came from the 

same chain of wallpaper shops, complete with plastic frames and 

costing as little as 70p. The subjects were varied. In the homes 

of older people they were mostly landscapes. The younger people 

had a higher proportion of pictures featuring figures - usually 

children. The children had big wistful eyes, sometimes with 

guitars, dogs or donkeys. Legible signatures on these pictures 

were W Reeves, Artman, Jas R Richards, Marsden Prophet, Dallas 

Simpson and Leighton Jones. Others had illegible signatures. 
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The artists who made these pictures in the originals are 

obviously operating professionally but the level of competence 

displayed, within the terms of the idioms being adopted, 

indicate that they had not been trained in fine art to any 

advanced level. They nevertheless employ the conventions of the 

fine art tradition in the ways in which the pictures are 

constructed and presented. They are very much oil paintings - 

their facture (brush mark and palette knife mark) usually being 

evident. Though these are almost certainly relatively recent 

pictures, they are of the past both in terms of their 

characteristics as oil paintings and usually in terms of what 

they depict. 

Since these reproductions were the most representative of the 

paintings found in the working-class homes and were more or less 

confined to them, it is relevant to consider them in a little 

detail. 

Those featuring figures were usually of children (Illus. 

242/2; Illus. 243/2 and Illus. 244/2). Like the texts that have 

already been mentioned, these pictures openly display feelings - 

sentiments. The word 'sentiment' is used here as a useful 

descriptive term without pejorative overtone. It is common to 

speak critically of so-called 'popular culture' as being 

'sentimental' as though sentimentality was self-evidently bad3. 

This is not the intention here. 

More precisely, these pictures seem to be about caring; about 

a sympathy for the vulnerable. The combination of beggar and 

child is the ultimate in helplessness. It is suffering devoid of 

any threat. It maximises the spectator's sense of potential 
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effectiveness, endows the viewer with the capacity to act upon 

the situation with compassion. 

These pictures, like others of their kind, also seem to 

refer, unspecifically, to Latin cultures. Guitars are common, 

sombreros and donkeys. Perhaps this imprecise allusion to a 

foreign tradition of poverty helps to distance it - reducing the 

threat and removing it from the realities of circumstances 

closer to hand. 

Somewhere in all this, and in tension with these serious 

concerns, there is also a humour. The child beggar with the dog 

is not to be taken too seriously, the tears are more for 

trivial, childish disappointments than for real tragedies, the 

problems are soluble and, once again, within the effectiveness 

of the viewer. 

The two landscapes (Illus. 42/1 and Illus. 245/2) were rare 

examples, among these inexpensive reproductions, of depictions 

of rural, agricultural countryside. Both are approximately 30 cm 

x 36 cm in size. One (Illus. 42/1) seems to draw heavily on 

Constable, combining passages from different paintings by him. 

The picture not only borrows Constable's landscape 'incidents' 

but also attempts a similar, lush, pastoral homeliness. The 

other seems to have a more 'foreign' feel. Both these pictures 

seem not so much to be depictions of specific places as 

generalised evocations of a particular notion of the 

countryside. They are inventions rather than observations. This 

notion of the countryside is inseparable from the existence of 

the pictures as paintings. The particular pastoral poetry seems 
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to be inseparable from the tradition of landscape painting of 

which Constable is a part. 

The Constable 'conglomerate' picture came complete with 

simulated wooden frame (actually cardboard) from the top of a 

box of chocolates. The chocolate box had been made with the 

intention that the whole cardboard lid should be used in that 

way, the whole thing ready to hang on the wall. As a gift (which 

this was) it was both a box of chocolates and a picture for the 

wall. 

Illustration 250/1 is an example of a less 'pastoral' 

landscape. Once again, there is a sense of this not being so 

much a picture of a particular place as a typification of a more 

generalised idea. It has the exotic allusion to 'far-off places' 

associated with travel brochures. The sun sets over a foreign 

landscape, perhaps a remote landscape - although the vestige of 

a fence at the edge of the lake indicates human presence 

somewhere. The distinction between agricultural and wild 

landscape may not be relevant. What these pictures seem to share 

is that they are oil paintings which evoke generalised ideas and 

feelings about the tranquillity of the countryside. They 

transport the spectator somewhere else. (See the interview with 

Sybil presented as an 'insert' later in this thesis. ) 

This transportation is the easier for being unspecific. 

Unconstrained, the horses in Illustrations 246/2 and 43/1 

occupy some indeterminate plain. They represent the ultimate in 

freedom. Not only is the location unspecific, but so are the 

horses. No Stubbsian anatomy limits their amorphous capacity to 

be evocative - to be anywhere else in time and place. 
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Both the landscape and the paintings of horses, then, seem to 

offer an imaginative alternative to the here and now. But they 

are not only evocations. They are paintings. The imaginative 

leap is facilitated and given a special quality through that 

medium. 

In each of the two Catholic homes (both in Area 2) there was 

a depiction of Christ. Both of these were reproductions of 

paintings which were classified as Category 11a. It is 

indicative of the contemporary fine art world criteria used to 

classify pictures that subject matter has played a secondary 

part in my classification. This, of course, was not the case for 

the owners of these works. As religious paintings these had a 

significance beyond their characteristics of style and 

competence as paintings. One was a Sacred Heart which also 

carried the appropriate text. The other was in the centre of a 

medallion which carried the inscription, "Bless This House". 

Both demonstrated the characteristic preparedness to declare 

values openly. This may have been more a characteristic of 

Catholicism than of life in Areas 1 and 2. Since nobody in other 

parts of the Survey declared themselves as Catholics, this is 

difficult to assess. 

Conventional reproductions by well-known 'art world' artists 

were works by 'old masters' (Category 8b) with the exception of 

the woman with the degree and the student flat which will be 

referred to later. Such pictures were more common on the council 

estate than in Area 1. In Area 1 only two homes contained this 

kind of picture - all of which were by Constable. One of the 
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homes, occupied by Sybil, an elderly woman, had 'Flatford Mill' 

and 'Dedham Lock and Mill' in her living room and hall, the 

other, occupied by a young married couple, had the 'Haywain' in 

the living room. 

Six homes on the council estate contained them. The pictures 

were by Constable ('Flatford Mill' and 'The Cornfield'), Stubbs 

('Five Mares') (Illus. 30/2), Breughel ('Winter Landscape with a 

Bird Trap'), all of which were in separate homes. One home 

contained both Renoir's 'Les Parapluies' and Leonardo's 'Mona 

Lisa'. All these pictures were in living rooms. Finally, there 

was a group of five little reproductions hung together in a 

porch. They hung in a vertical row (Illus. 247a/2,247b/2 and 

247c/2). (It should be noted that this group of five small 

images substantially inflates the number given in tables and in 

the pye charts. These five pictures were about one third of the 

total of old master reproductions in the working-class Areas. ) 

Two of this group of five were 'The Laughing Cavalier' by 

Hals - cropped differently, reproduced in different scales and 

with different colour emphases. The other three in the group 

were of 18th and 19th century British artists, including 

Reynolds' 'Age of Innocence'. The presence of the two 'Laughing 

Cavaliers' suggested that the arrangement of five pictures as a 

whole was more important than the individual images, a 

conjecture which was supported by later discussions with the 

owner. They seemed to be contributing to the setting - like the 

replicas of weapons. Indeed, it might be most accurate to think 

of them as 'replicas of paintings', standing for a vague idea 

of paintings rather than being present as paintings 'in 
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themselves'. 

It should be emphasised that these 'old master' pictures were 

not known and used by their owners in the terms in which they 

have just been described. As the later sections of this thesis 

will show, only one of the owners knew who had painted his 'art 

world' picture (a Constable) and only the 'Laughing Cavalier' 

and the 'Mona Lisa' were known as pictures by their titles. What 

these pictures had in common in the setting was that they were 

'old paintings'. For their owners they shared this with the 

reproductions in Category 11a - even if, in their cases, the age 

was not genuine. 

What surprised me was the way in which these 'old master' 

pictures were hung together with pictures in Category 11a and 

other pictures, which to my eyes were substantially different in 

terms of competence, vision and intent. 

A reproduction of 'The Cornfield' (Illus. 248/2) hung next to 

a painting of running horses signed DE BIAS (Illus. 246/2). 

'Flatford Mill' (Illus. 249/1) hung in the same living room as 

the landscape with sunset, signed W Reeves, already mentioned 

(Illus. 250/1). 

The Renoir and the Leonardo hung in the same house, though 

not on the same wall, as the pictures on felt of the tiger and 

the horse (Illus. 239/2 and Illus. 240/2). Also in the same 

house, and in the same room as the Renoir and Leonardo, was a 

Category 10a reproduction of a tinted drawing of a leopard (or 

jaguar? ) in a tree by an artist who signs Samaraweera (Illus. 

35/2). This was relatively large (approximately 91 cm x 76 cm) 
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and to my eyes added to the incongruity of the combination of 

pictures. It was a relatively competently drawn image. The 

animal was tinted with transparent colour over the pencil 

drawing which was left uncoloured elsewhere in the picture. 

Framed 'smartly', it seemed very much a furnishing object 

(Category 10a). Both as a depiction of an animal and as a 

drawing it was out of keeping with the picture of the tiger on 

felt (Illus. 239/2). It was equally difficult for me to 

reconcile it with the Leonardo or the Renoir. 

This capacity to accommodate very different stylistic 

representations (pictures which in the fine art world would be 

considered very different in quality) was a part of the larger 

catholicism reflected in the objects generally. That I was 

surprised by it, in retrospect, says much about my 'fine art 

world' notions of 'normality'. These were my problems. They had 

no currency in the setting. 

The picture of the leopard by Samaraweera seemed not to fit 

the traditionalist Category. It was too selfconsciously about 

style - about the image it was cutting - for that. It is this 

characteristic, more than any other, that associates it with 

furnishing. Though it was, perhaps, more competent it seems to 

have much in common with the original drawings already mentioned 

and illustrated (Illus. 236/2 and Illus. 237/2). Category 10a 

was created to accommodate reproductions of this kind which were 

essentially contemporary, while 10b was for those which seemed 

to go for antiquity or nostalgia while being presented with a 

contemporary 'stylishness'. One house on the council estate had 

four pictures in this Category hung together in the living room 
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- called, by the occupants, the lounge. They were reproductions 

of pencil drawings of 19th century urchins playing street games. 

An example is Illustration 251/2. Although these were unsigned, 

they looked like pastiches of the work of Arnold Embleton (an 

artist found in reproduction in Area 4). Mounted and framed in 

contemporary brass, I have observed pictures of this kind used 

as part of the decor of redecorated pubs in the Newcastle area 

where they combine the traditional aspects associated with the 

notion of the English pub with the 'luxury' associated with 

contemporary styling and presentation. 

Similarly combining contemporary finishes with allusions to 

history were two drawings reproduced on metal in Area 1. They 

were views of London - Tower Bridge and the Tower of London 

(Illus. 252/1 and Illus. 253/1). The titles were prominent 

under each image in period script on the satin finished steel. 

The steel was mounted onto hessian and the whole framed. 

Low Reliefs 

Low relief was common on many of the objects on the walls. It 

was not confined to pictures but was present on many of the 

functional and pseudo-functional objects. Among pictures the 

prevalence of low reliefs was distinctive to the working-class 

Areas, where they were not only present in much higher 

proportions than in the other samples in the Survey, but were 

actually more numerous - despite the fact that the total number 

of objects in these homes was much lower than elsewhere. 

As Tables 1 and 2 in Appendix II show, approximately one- 

third of the pictures in Area 1 and one-fifth of those in Area 2 
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were low reliefs. Fifteen of the households contained them. They 

contributed greatly to the variety and exuberance which 

characterised the objects in the working-class homes. In 

particular, they showed enthusiasm for novelty and ingenuity in 

the materials from which they were made. Media included string 

or 'glitter' wrapped around nails on a flat base, brass 

(pressed), wood, tree barks, ceramic, plaster, metal and mixed 

media - for example seashells in conjunction with brass. They 

were also varied in shape - many of them were not rectangular 

but circular or irregular in shape. In their three- 

dimensionality as well as their variety, they were similar in 

kind to the functional and pseudo-functional objects. 

It was sometimes particularly difficult clearly to separate 

originals from reproductions among low reliefs. Very often a 

combination of mechanical and manual processes appeared to have 

been involved in the making. Because of the complexities 

involved in their construction, many of them were classifiable 

as mass-produced originals through having involved a substantial 

manual input. 

There were some that were clearly original works. 

Illustration 254/2 shows an isolated low relief wooden mask - 

which was in a house in Area 2, along with fans and brushes from 

oriental cultures. Other originals were made by members of the 

household, friends or relatives - the fish carved in wood 

(Illus. 255/1) is an example. 

Other examples of home-made low reliefs were those made with 

string wrapped around nails. These occurred in six homes and 

almost all of them were made by local people, including children 
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at school. Two by a child at school and by an adult were 

geometric patterns (eg Illus. 256/1). They were rare examples of 

non-figurative pictures in the working-class Areas. 

These low relief pictures seem to be an interesting 

indication of the influence of developments in approaches to 

teaching in schools - from whence the technique probably spread 

- through the teaching of mathematics as well as art. They also 

demonstrate how a technical process, no doubt considered 

'unusual', appears to render otherwise unpopular stylistic 

conventions and subjects (in this case abstract imagery) 

acceptable. The images are regular - geometric - thus putting 

them close to the domain of pattern as distinct from abstract 

pictures as such. The role of children in introducing the 

technique or the work (or both) is also likely to be important 

in making the images acceptable. 

Five reliefs made in this technique represented sailing ships 

(Illus. 257/1 and Illus. 258/2). All but one of these were made 

by local people. The other was made commercially. 

Images of sailing ships of various kinds were common among 

the low reliefs. They were very varied in treatment and employed 

a variety of materials. One appeared to have been made from bone 

(Illus 15/1). Another, in the centre of a wooden ship's wheel 

and under convex perspex, was in moulded synthetic brass. In the 

foreground were real seashells. A Viking ship was made in gouged 

polystyrene with a hessian sail (Illus. 259/1). Galleons were 

the central motif of two brass pressed medallions with leaf 

surrounds (eg Illus. 260/2). 
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Most of these pictures of ships were very generalised 

allusions. They would not satisfy the detailed recognition 

requirements of a sailing enthusiast or have the qualities to 

qualify as marine pictures by any 'normal' expectations of that 

genre. The ships were usually presented as 'motifs' in that they 

stood in isolation from any representational context. What they 

seemed to share, apart from the reference to sea-faring, was a 

combination of novel materials, ingenuity in the making and the 

evocation, however generalised, (and perhaps the more effective 

for being unspecific) of notions associated with life at sea - 

not as it occurs a short walk away in the polluted estuary of 

the Tyne, but in other unspecified times and places. 

The ship in bone (Illus. 15/1) was an example of a low relief 

which went further than the presentation of a single motif -a 

ship or a fish in isolation. It presents a context for the ship. 

Some landscape low reliefs were of that kind. Two of these 

(eg Illus. 261/1) were made from different tree barks collaged 

together. They were framed in wood which had been gouged 

regularly around the circumference, seeming to allude to 'hand- 

madeness' or 'craft'. (A characteristic which was present in 

some pseudo-functional objects. ) The two were the same in broad 

composition but the tree barks varied. They seemed to have been 

made to a pattern by hand in large numbers. The structures of 

the compositions and the framing seemed to draw upon, and 

imitate, fine art landscape conventions (they were put into 

Category 5a). 

Three other landscapes seemed to refer hardly at all to fine 

art conventions. Categorised as 5b, they were circular (or in 
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one case slightly off circular) plaster casts painted in colour 

(Illus. 16/1). One was 'signed' in the cast with the name 

Chapman (Illus. 262/1). The other was signed in the same way, 

EW Usher (Illus. 263/1). They were dominated by cottages and 

two included streams with rustic bridges. In fact, the cottages 

were the main subject of the pictures. They nestled into their 

slightly concave surfaces cushioned by trees and hedges. 

A similar depiction appeared on a pressed brass plaque 

(Illus. 264/2),. Under the image of the cottage was the verse: 

Bless this house 0 Lord we pray 
Make it safe by night & day 
Bless these walls so firm a stout 
Keeping want & trouble out 
Bless the roof & chimneys tall 
Let thy peace lie over all 
Bless this door that it may prove 
Ever open to joy and love. 

The text could equally be placed under any of the plaster low 

reliefs presented as Illustrations 16/1; 262/1 and 263/1, and 

under several other images of cottages found in the working- 

class Areas. It constitutes a better commentary than I could 

provide. The text once again manifests a willingness to be 

explicit about interpersonal values and feelings. 

None of the cottages - homes - depicted in Areas 1 and 2 were 

remotely like the homes in which they hung and were being given 

value and meaning. These were not images of terraced rows 

without a trace of vegetation but of secluded cottages enfolded 

by gentle hills, lupins and hollyhocks; not of dead straight 

tarmaced roads but of winding paths paved in broken slabs; not 

of regular doors and windows opening directly onto pavements but 

of leaded lights and porches hung over with spreading 
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honeysuckle; not of sparrows but of swallows. If they existed 

anywhere, it was not here. They were imaginary and called upon 

an imaginative involvement. 

Their lack of correspondence to reality emphasised their 

roles as symbols rather than observations. Essential to their 

meanings were attitudes to people and relationships between 

people; the family. It seemed to me that without the notion of 

the family these images of home were empty. 

They spoke of a particular notion of the family as a way of 

life, as a set of relationships between people. You might not 

live in a house that looked like these but the relationships to 

which they alluded could be achieved, at least aspired to. You 

may have no choice about the house you live in. You might even 

be moved when the Council decides. But you can choose your 

relationships - and your pictures, at least with greater freedom 

than you can choose your house. And it is relationships that 

matter. "Happiness is having someone to care for. " 

To look at these pictures appropriately is to see that they 

contain people living harmoniously. While we see no people, 

smoke rises gently from the chimneys, the gardens are cultivated 

(though not regimented). Though they are secluded homes, they 

are not isolated. The paths wind their ways to other similar 

homes which are there, even though not depicted. The footbridges 

over the streams welcome visitors. Doors and windows are ajar. 

Perhaps most all, these imaginary homes have lasted. They 

have been here for years. Affections last. 

These are not images of property either. There is nothing 
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tangible enough to possess. 

The text under the cottage on the brass plaque contained a 

religious dimension - in this case not a 'formal' one - but one 

of the Catholic homes contained a little three-dimensional 

effigy of a monk with the same words, "Bless This House", 

inscribed on a scroll. 

The two Catholic homes also contained crucifixes. 

The overt expression of values and sentiments were also 

present in a low relief which carried the heading, MOTHER 

(Illus. 265/1). Pressed in brass, it had a crude 'reproduction' 

in relief of the painting widely known as 'Whistler's Mother' 

above the following poem, (presented approximately as spaced and 

precisely as punctuated): 

A mother 
other folks can love you but only 

Your mother understands 
She works for you, looks after you, 

loves you forgives you 
anything you may do, understands 
you, and then the only thing bad 

she ever does to you 
is to die and leave you. 

The image obviously borrows from the world of high art, but 

does so in a way that is concerned not at all with the qualities 

of the picture as a painting. While knowledge of the subject of 

Whistler's pictures was obviously a prerequisite for its use in 

this way by the manufacturer, it emerged in the interviews that 

this knowledge was not present in the household. It was not 

known that the picture was by Whistler. The fact that it was 

from the art world was not a part of its significance in the 

setting. Though it was put In Category 8b, it could hardly be 

called a 'reproduction' of the Whistler. 
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Animals and birds were featured in several low reliefs. All 

of them used the subject as a 'motif' - isolating it in one way 

or another for attention, as had been the case with most of the 

ships in low relief. The 'home-made' wooden fish has already 

been mentioned (Illus. 255/1). Illustrations 266/2; 267/2 and 

268/2 show a peacock, a rearing horse and a stag in various 

combinations of materials. Illustration 45/2 shows birds in low 

relief ceramic - the only ceramic low relief in the working- 

class Areas. 

Figures were relatively rare in low relief. Two reliefs 

(eg Illus. 44/1) included figures made from synthetic 'plastic' 

gold material. They were together as a pair and each depicted a 

puppet-like figure -a boy in what looked like traditional 

Indian costume - playing traditional musical instruments. The 

figures were on red velvet and were framed in ornate frames cast 

in the same 'gold' material as the figures. They were put in 

Category 11b. 

Prints 

Prints as generally understood in the fine art world played 

very little part in the working-class Areas. 

There were more images that were arguably prints in Area 2 

than in Area 1, where they were almost totally absent. The two 

pictures classified as prints in Area 1 are doubtful. They were 

certainly reproductions - apparently of oriental images which 

had originally been prints, although this was not absolutely 

clear. They were both in the home of the woman with the 

university degree and consisted of pictures of blossom branches 
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on simple coloured grounds (Illus. 269/1). 

In Area 2, eleven images were classified as prints and some 

of them are arguably wrongly placed there. 

One of these appeared to be a screen-printed image of a cedar 

tree printed on a slice of cedar wood over the words "The Cedars 

of Lebanon". This hung in a kitchen. 

Four more consisted of two pairs of pennants on black felt. 

They were similar in kind to the "Blackpool" pennants already 

described and categorised as paintings. Whereas the Blackpool 

pennants appeared to have been mainly made by spray-painting 

through templates, these appeared to have been screened. 

However, all of them had been added to by hand in various ways. 

One pair consisted of the image of peacocks with snow-capped 

mountains beyond (eg Illus. 270/2). They hung in the same room 

as the low relief peacocks. Another pair appeared to depict a 

Red Indian in ceremonial dress with a ceremonial cart. However, 

the woman who owned them had been given them as gifts from South 

Africa. These pennants also differed from the ones discussed 

under paintings and drawings in that they bore no text - no 

place-names. 

The other six prints were more orthodox in that they 

originated as period topographical prints. However, the ways in 

which three of them had been reproduced prevented them from 

being considered conventional prints. These three - prints of 

local places - were all reproduced onto steel or copper. One was 

of Alnwick Castle, one of Durham (Illus. 37/2) and one of 

Scotswood Bridge. Two were in one house and one in another. They 

were put in Category 10b, combining the characteristics of 

268. 



antiquity with contemporary finishes. 

The remaining three prints were conventional reproductions on 

paper of period topographical prints (Category 9b). They were 

all in the house along with the Stubbs painting and were 

titled 'Bamburgh', 'North Shields' and 'Newcastle from 

Gateshead' (Illus. 271/2). These were the only prints in the 

working-class Areas presented in a way which was consistent with 

the conventions of the fine art world. The topographical images 

were unusual in the working-class Areas as images of local 

places. 

Fabric Collages, Embroideries, Tapestries 

There were none of these in Area 1 and only two in the homes 

studied in Area 2. 

A man in Area 2 had made a fabric collage/embroidery from a 

bought kit (Illus. 272/2). It depicted two owls sitting on 

branches. This image was together in a home with a reproduction 

of a Breughel (albeit one that was not liked and had been 

received as a gift from a school-teacher relative) and two 

period topographical prints reproduced on steel. All of these 

employed very different modes of representation and 

presentation. It demonstrates, yet again, the capacity for very 

different kinds of pictures to be reconciled and accommodated in 

one place. 

The only other fabric piece was a tapestry (Illus. 273/2) 

depicting camels and a donkey ridden by figures wearing desert 

costume in a desert setting. It could have been the three wise 

men, but the donkey seemed out of place and there was no star 
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over the town they were approaching... 

Photographs 

Eight homes had photographs hanging on the walls. 

The 'originals' were all family photographs including wedding 

photographs and school photographs taken by professional 

photographers (Category 12b) and these were distributed across 

four households. They were all in colour and all in Area 2, with 

the exception of one home in Area 1. This was the home of a 

married couple aged 60 and 41. They had three photographs 

elaborately framed with mirror surrounds and hung on chains in 

the living room. Two (eg Illus. 274/1) were portraits of the man 

himself and his brother, taken many years ago. They were colour 

tinted. The other (Illus. 47/1) was taken of the couple at 

someone else's wedding. 

The family photographs in Area 2 were more recent - 
technically more 'advanced' - and hung, or rather, were fixed to 

the walls more informally. They tended to be in the homes of 

younger families and nearly all were school photographs pinned 

to the living room or dining area walls in the cardboard mounts 

in which they had been brought home from school. Most of these 

were of individual children or pairs of children. One was of a 

school football team. Perhaps this informal fixing to the wall 

indicates their impermanence since another school photograph 

would be expected next year. 

Reproductions of photographs were not widespread but some of 

them were distinctive and deserve mention. One was the largest 

photograph in the Survey (Illus. 51/2). 107 cm x 76 cm vertical, 

it was framed like an oil painting - without a mount - and was 
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of a woodland track in Autumn. It was a colour photograph and 

hung on the copper finished pebble-dash wallpaper with the 

medieval weapons already mentioned. 

Another colour photograph (Illus 342/2) could have been 

classified as a low relief. It depicted a kitten on a table 

between stone jars. The kitten had been pressed into low relief 

from behind. The whole thing had been framed by its owner in 

black plastic. It hung in the same living room as 'Flatford 

Mill'. The image had similar implications to those of tearful 

children in the reproductions of paintings already discussed. 

But the 'unusualness' of the low relief is likely to be a large 

part of its attraction. 

A woman, aged 69, in Area 1 had a reproduction of a 

photograph of part of the Lake District on her kitchen wall. She 

had cut the picture from a calendar when it came out of date and 

put it in a frame she had in the cupboard. This is an 

interesting example of a functional object becoming a picture. 

It seems to confirm the role of the picture calendar as larger 

than its functional purpose. 

The other distinctive 'photograph' in Area 2 was, in fact, a 

poster (Illus. 275/2). It was a pun on the 'Gone With the Wind' 

film poster, with the heads of Ronald Reagan and Mrs Thatcher 

replacing those of Clark Gable and Vivien Leigh. Reagan is 

carrying Thatcher in his arms with an atomic mushroom cloud 

behind. A caption reads, "She promised to follow him to the end 

of the earth. He promised to organise it. " The poster was fixed 

to the inside of the front door. It was another example of the 
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prominence of text in an image and of the preparedness to 

display values. It was the only example in the whole Survey of 

an overtly political statement. 

Miscellaneous Media 

Just one object in Area 1 seemed appropriately placed under 

this heading. It was an etched (rather than engraved) piece of 

satin finished steel with the image of a medieval knight 

apparently based on a church brass (Illus. 276/1). The etched 

lines were not coloured and in this respect the object was 

different to the drawings photo-etched onto metals in which the 

etched lines were filled with black. Also the original image of 

the knight was not a drawing. In a sense, the image was a 

shallow relief. The steel was mounted on hessian and the whole 

framed in wood. It was an inexpensive object and had in common 

with the drawings etched onto metal an apparent gesture towards 

antiquity coupled with a sense of being a 'furnishing object' 

which seemed to reside in the materials with which it was made. 

Other Non-Functional Objects 

There were some objects that could not be classified as 

pictures or as functional objects. They were all 'natural' 

objects. 

Three homes had sprigs of dried flowers on the living room 

walls. One of the sprigs was mounted on a small piece of fabric 

and presented as a pennant. These appeared to have been made by 

local people. Since one was a gift and the other had been won in 

a local CO-OP raffle, this was not verifiable. 

Two homes had artificial plants in wall-hangers. One of the 

hangers had been 'home-made' in string - it was actually made by 
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the seaman on a voyage. 

One home had an arrangement of flowers pressed under glass. 

This was framed and presented itself as a picture. Unlike the 

pressed flower 'pictures' in Areas 3 and 4, this was not signed. 

It bore a label with the word 'Aosta' on the flowers. It had 

been received as a gift from a friend who had visited the place. 

Two homes had framed collections of butterflies. One, in 

particular, on the council estate had five frames of butterflies 

hung in the living room on either side of the Stubbs 

reproduction - two on one side and three on the other. There 

were ten butterflies. Some large ones were individually framed. 

Others were in groups. They were all arranged on hessian 

backgrounds and with natural wood frames. 

One young couple in Area 1 had six circular frames of 

butterflies on the living room wall (Illus. 277/1). Each 

circular frame (about 8 cm in diameter) contained a butterfly. 

On close inspection, the wings appeared to be real and were 

pressed into position, but the bodies were photographed and 

added. The man had bought them himself in Italy. 

These objects contributed to the diversity and bustle already 

described and took their place as part of the varied character 

of the other objects. 

Two Exceptions in Area 1 

Although the objects on the wall In the home of the woman 

with the BA degree have been discussed along with all the rest, 

because she was a 'normal' tenant randomly sampled, she was 

clearly exceptional in the sample in having certificated 
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education of any kind. The student flat was even more clearly 

exceptional in that the occupants had no long-term 

responsibility to the flat. Nor was there one identifiable 

person responsible for the appearance of the public rooms. 

The objects on the woman's walls were noticeably different 

from those elsewhere in Area 1. This will already have shown 

itself in the description of what was where. In fact, none of 

the kinds of objects, in her living room and dining area (this 

was one of two flats that had had a wall knocked out to make an 

L-shaped living room/dining area) were found elsewhere in Area 

1. The objects on her walls were more consistent with Area 3 

than with the working-class Areas. 

She owned the only two ceramic dishes, the only three ceramic 

tiles, the only arrangement of postcards in a frame and the only 

reproduction of a painting in Category 7-a Lowry. She also 

owned the only two pictures in Area 1 classified as prints - 

although it was unclear whether or not they really were prints 

in the original. 

Looked at as a whole, the things on Sarah's walls showed less 

variety in appearance than those in other homes in the Area. 

Except for the ceramic dishes, they were all rectangular and 

relatively subdued in colour -a warm brown, yellow ochre to 

terracotta range of colours tended to run through the objects. 

The 'Murillo dish' was an exception to this. 

The objects on the walls in the student flat were very 

different from those in all the other homes in that they were 

all temporary, unframed and usually stuck to the wall rather 

than hung. Very little, if anything, had been spent on objects 
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for the walls, either by the occupants of the flat or by others 

who might have given things to hang on the walls. Most of the 

objects were cut from newspapers or magazines or received as 

postcards. 

The living room and hall was shared by various students 

renting rooms in the flat and the things on the walls were not 

the responsibility of anyone in particular. People added to them 

whenever they felt the urge. 

Interestingly, what these objects shared with those elsewhere 

in the working-class Areas was an uninhibited preoccupation with 

novelty and humour as well as a lot of ideas expressed in words. 

This is not to suggest that the objects were otherwise similar 

in appearance. 

Objects included a joker from a pack of cards, various 

Peanuts cartoons, a number of Glen Baxter cartoons pasted onto a 

sheet of card, a Ronald Searle cartoon torn from a birthday 

card, a picture of ET from a poster. There were two functional 

objects -a mirror which was a discarded and unframed sheet of 

small mirror tiles of the kind used for interior decoration, and 

a plastic clock. 

The objects, most of which were relatively small, were more 

numerous than in most other homes in Area 1 and were more 

randomly distributed round the walls. 

Among the numerous bits and pieces was a postcard carrying a 

reproduction of a drawing by Pissaro (Category 8b). There was 

also an unframed Athena reproduction of a painting by Peter Dahl 

(Category 9a) depicting workmen at a dockside. The latter two 
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pictures were out of keeping in Area 1 except in relation to the 

home of the woman with the university degree. These two flats 

were the only ones with Category 8a pictures. They were also the 

only ones with urban images and images of work. 

They were also the only ones to display postcards as 

postcards. 

Age Differences 

As noted in the discussion on the Areas and the people 

studied, there was a range of ages represented in the working- 

class Areas and a higher proportion of elderly people were met 

in Area 1. There were some stylistic differences between the 

objects owned by older and younger people - mainly in the 

functional and pseudo-functional objects. 

There were more objects on the walls of the younger people 

but this is largely accounted for by the fact that those living 

on the council estate occupied larger homes. The greater 

incentive for the young in building their first homes - by 

comparison with those rehoused later in life - can be expected 

to be a factor here. Also, the younger people had set up home 

more recently and the styling of furniture and other objects had 

changed. There were some differences in the kinds of objects on 

the walls. There was a higher proportion of pseudo-functional to 

genuinely functional objects in the homes of the younger people. 

All the screen-printed mirrors, for example, were in the homes 

of people under 40 years of age. There was one hand-painted 

mirror in Nellie and Fred's home (a couple over 60) but this was 

a decoration to the edge of the mirror only. 

Low relief pictures of various kinds tended to be more common 
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in the homes of older people, as did picture calendars. Dried or 

pressed flowers were also more common in the homes of the older 

people. 

These differences no doubt relate to changes in taste and 

fashion over the years. But the larger truth seems to be that 

the basic inventory of objects did not differ substantially 

across the age groups. Similar numbers of objects hung on the 

walls - similar proportions of pictures to 'functional and 

pseudo-functional' objects. 

Fundamental attitudes to what a home should contain, and how 

it should be used, seemed not to have changed radically across 

the generations. 
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PART VI 

WHAT KINDS OF OBJECTS WERE WHERE: (User's Perceptions) 

Introduction 

Having categorised the objects in terms familiar to the fine 

art world and located them within the Survey, it is now 

important to move closer to an account of them as they were 

understood and used by their owners. 

What up to now has been referred to as a painting by 

Constable may not always be known or used as such by the people 

who own it. Furthermore, an object does not have a single 

identity to be discovered, but a number of identities depending 

on how it is used and thought about at any given time. Various 

identities can co-exist in a single setting. A brick being used 

to hold a door is both a brick and a door-stop. 

The title of this thesis obviously borrows from Hoggart but 

it more directly, perhaps, relates to Brunius's (1963) paper 

entitled 'The Uses of Works of Art'. Brunius, an 'aesthetician', 

argues that the aesthetician should be concerned not with 'what' 

problems and 'why' problems, but 'how ' problems. 

"We ask, for instance, how the word beauty is used, how we 
use works of art, how the specialists - that is, the critics 
- use works or art, how we and they interpret and evaluate, 
how we verify and accept what is reported about works of 
art. " 

He goes on - 

"When we speak of the use of a work of art we refer to a wide 
selection of typical situations from the most trivial and 
practical to the most refined and so-called aesthetic uses. 
Our job as aestheticians is to describe such situations, to 
compare them, and to classify them. " (p124) (Emphasis in the 
original) 

While this study suspends definition of 'art' and is not 
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technically in the field of 

images and objects as a way 

identities is central. What 

person at a particular time 

is being used. 

Pictures are such common 

aesthetics, the focus on the uses of 

of approaching their meanings and 

a thing is, what it means to a 

is given for this thesis by how it 

-place objects in Britain that, if 

standing in front of one, someone asks, "What is that? ", it will 

be assumed that the questioner knows that it is a picture. That 

is so obvious that to answer that it is a picture would be 

impolite. The question is therefore received at a secondary 

level straight away and it is at this level that some people 

have much more difficulty in saying what pictures are, or what 

they are doing on the wall. The capacity to talk about an object 

is related to the extent to which it exists within a larger 

family of objects to which it can be compared. It is also 

related to the extent to which the object has elaborated uses 

and the importance attached to those uses within the cultural 

group; the degree of verbal exchange involved in those uses. 

While an elaborated vocabulary with which to discuss pictures 

is a predictable characteristic of the fine art community 

(though not unreservedly confirmed by this research) it is not 

necessarily a feature of other groups. 

In all parts of the Survey, people tended to be unaccustomed 

to verbalising - or perhaps even bringing to consciousness - 

their reasons for engaging in the general practice of 

surrounding themselves with things on their walls. Even in the 

homes of members of the Fine Art Sample it was apparent that the 

practice was largely taken for granted and rarely brought to 
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attention. People were more able to talk about individual 

objects but, even then, and in all the samples, there tended to 

be a reliance on a resource of stock phrases; half explanations. 

In the working-class Areas, for example, people often said. 

"It caught my eye", or "the wall was bare" as ways of 

negotiating enquiries as to why they liked an object. These 

remarks seemed to have currency in the daily lives of the people 

who used them - but what they actually meant was not much talked 

about. Other responses to direct questions about objects were 

improvised on the run and appeared to be invented for this 

particular situation. They were none the less illuminating for 

that. 

One important strength of undertaking the work in the setting 

is that responses could be checked against the physical objects. 

Also, as we worked around the rooms and round various topics, 

the same physical objects were referred to in different contexts 

so that cross-referencing was possible. Thus, a reference made 

about an object directly in front of us and in response to a 

direct question might be altered when it was alluded to at a 

distance (perhaps more casually). Whether one response is 

considered 'truer' than another would presumably depend on the 

kind of allusion - but usually the differences have been taken 

as authentic and indicative responses to different situations, 

demonstrating the multi-dimensional meanings of the objects. 

Even if a response is a 'fabrication' the apparent need to 

fabricate an answer in the context of the discussion is, in 

itself, an aspect of the social setting under study - as is the 
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nature of the fabrication chosen (Dean and Whyte 1969). 

Responses and explanations offered have not all been accepted 

at face value. Where observations (including those made 

elsewhere in similar settings) support different interpretations 

from those given by particular people, this has been stated 

(Ball 1980). Such discrepancies have to be seen in relation to 

the nature of the situation created by my presence and the way 

that situation was perceived by particular individuals. 

As people negotiated the interviews, they were sometimes 

understanding their own behaviour; attempting to make sense of, 

and give a plausible explanation for, behaviour which they had 

not consciously considered before. For example, at the end of an 

interview in Area 3, I said to Mr E, "A large number of things 

on your walls, then, are important because of some associations 

with a person. " 

"Yes, surprisingly, they are actually, " he answered. "I 

hadn't considered that until you started asking me. Yes, that's 

right actually. " 

Although, therefore, one of the purposes of the work was to 

discover what each object was for its owner, to ask that 

question, as such, was not enough for two reasons. First, given 

that it was obviously a picture, what the object was further to 

that might be a part of the taken-for-granted reality which was 

not reflected upon. To approach this reality it was necessary to 

take a less direct route. Second (and most importantly), the 

question implies a single identity for the object. 

In Berger and Mohr's 'Another Way of Telling' (1982), they 

present a photo-essay - 
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"... which attempts to follow an old woman's reflections on 
her life. " They point out that, "there is no single 'correct' 
interpretation of this sequence of images... If she (the old 
woman) were asked: What are you thinking about? She would 
invent a simple answer, because the question, when taken 
seriously, becomes unanswerable. Her reflections cannot be 
defined by any answer to a question beginning with What? And 
yet she was thinking, reflecting, remembering, recalling, and 
doing so in a consecutive manner. She was making sense of 
herself to herself. " (p133) 

In Area 1, Stanley, a plasterer aged 63, turned to two 

pictures hung side by side on his living room wall (Illus. 

24/1). About 15 cm square and hung as diamond shapes, I 

classified them as amateur originals (Category 6b). Painted on 

the back of glass, each picture was of a church and mother-of- 

pearl had been glued behind the windows. They were framed in 

black passe partout and hung against an embossed geometric 

patterned wallpaper long since painted white. Stanley 

volunteered in a thoughtful and matter-of-fact tone - 

"The two churches. When I was courting I admired them when 
her mother had them, you see... and I said I would like those 
very much - you know, if anything happened to her. You know, 
when you put the light on they seem to... it seems as though 
the church is lit up, you know. And I've always admired it 
even from when I was twenty. " 

"It's funny how you take to a thing, you know, when 
you're... years and years ago I liked those, you know. " 

Stanley's straightforward words indicate the plurality of 

meanings that these objects possess for him. 

First, they are churches; second, they are references to his 

courtship, to his wife and his mother-in-law; third, they have 

an intrinsic fascination - the way the windows seem to light 

up; then again, they refer to his own past and identity - 

representing a continuity in his affections over the years. 
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Thus, although in the interviews an attempt was made to cover 

specific issues in relation to each individual object, (what the 

object was, how it came to be there, and why it was liked), it 

became clear that these were not discrete topics. It became 

apparent that what an object was was very largely a matter, for 

example, of how it came to be there, which was often 

indistinguishable from why it was liked, and so on. We are not 

confronted with an object with a single identity which is liked 

for a single reason and whose acquisition is necessarily a 

separate 'fact'. 

These multiple aspects of an object are all part of what it 

is for its owner. To treat them separately is to distort this 

reality. It cannot be stressed too strongly that the separations 

that this account makes for the convenience of analysis and 

presentation are artificial. Objects have numerous identities 

and uses. To analyse and categorise the ways in which people 

understand the objects they hang on their walls is to undertake 

a task which, in many instances, they are unlikely to have 

undertaken themselves. Even when people in some Areas were able 

to 'catalogue' their pictures as works of art, this did not 

account for all their identities, meanings and uses. To 

articulate these categories is to attempt to put into words what 

the people in the settings take for granted. Though their system 

is real enough, it is largely unspoken and implicit for them 

rather than self-conscious and apparent. In Richard Hoggart's 

(1957) words: 

"... we have to try to see beyond the habits to what the 
habits stand for, to see through the statements to what the 
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statements really mean (which may be the opposite of the 
statements themselves), to detect the differing pressures of 
emotion behind idiomatic phrases and ritualistic 
observances. " (p17) 

Though the Categories identified here are generated by, and 

grounded in the language and actions of the people I met, it is 

to some extent necessary to use words that are not theirs in 

order to make explicit the assumptions which seem to guide and 

underly their behaviour. Indeed, this is necessary in order to 

grasp those assumptions and values in a manageable form. 

For the sake of structure and clarity the findings will be 

discussed under broad headings, but these should be seen as 

representing different ways into various facets of objects - 

facets which are actually inseparable from each other. 

The discussion of each part of the Survey begins with a 

consideration of the notions of art held in that particular part 

of the Survey. This seemed particularly important in relation to 

the issues raised in Section I of this thesis. 

As a preliminary there is a discussion of how objects were 

acquired. 
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CHAPTER 1 

How Objects Arrive On Walls 

The sources from which particular kinds of objects were 

purchased or acquired are indicated in Appendix IV. In all parts 

of the Survey, though to different extents, the way in which 

objects were obtained was an important part of their identities 

for their owners. As background to what people had to say in the 

settings, it will be useful to give some initial information, 

and make some comparisons on the subject. 

It is important to register that not all objects on the walls 

had been chosen in a 'simple' way by one or both of the 

principal adult members of the household. In most homes a 

substantial proportion of the things on the walls were there at 

the instigation of other people as gifts or inheritances. Of 

course, both inheritances and gifts leave the ultimate decision 

to the household as to whether or not a lasting place for 

particular acquisitions is found. Social pressures, obligations, 

affections play a part in such decisions, as well as the 

characteristics of the objects themselves. These influences were 

given varying degrees of importance in different parts of the 

Survey. 

What was on the walls of any home was a residue of objects 

from all those that had entered in their various ways over the 

years; a residue that, for one reason or another, was 

sufficiently valued to have stayed. The indications were that, 

with the exception of the Fine Art Sample, the process of 

acquisition and change tended to reduce in activeness over the 

years and as walls filled up. Thus, after a time, people tended 
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to need a special reason for re-thinking the objects on their 

walls. For the members of the Fine Art Sample that reason was 

often their practices as artists. For others, it might be moving 

house, redecorating, or the introduction of a new object by an 

outsider. 

Since most households contained married couples, gender roles 

were involved in decisions about what hung where. The Survey 

showed different emphases in different groups in the 

participation of men and women as well as in the parts that 

gifts and inheritances played in determining the nature of 

objects on walls. 

The Fine Art Sample 

In the acquisition of pictures, members of the Fine Art 

Sample were obviously differently placed to people in all other 

parts of the Survey. Those who were practitioners made and hung 

many of their own works, and both practitioners and non- 

practitioners were part of a professional network of 

acquaintances which included artists. What was on the walls were 

the accumulations of a professional life. Pictures were more or 

less readily available. 

At the same time, however, critical sensitivity was high. 

What hung on the walls was a matter of consequence - personal 

and professional. The Fine Art Sample had the lowest proportion 

of objects in the Survey introduced by 'outsiders'. Nearly all 

of these were gifts of pictures from fellow artists. The Fine 

Art Sample was not comparable to the rest of the Survey in the 

circumstances of this. Here, for example, gifts included 

287. 



exchanges between artists which were common. Both exchanges and 

'normal' gifts involved a large element of choice on the part of 

the recipient. In exchanges this is clear. With 'one-way gifts', 

the selection process has taken place first in the establishment 

of the necessary relationship - people in the Fine Art Sample 

would be inclined to make friends largely on the basis of 

professional 'sympathies' - and second in the fact that artists 

would only be likely to offer their work as gifts to people they 

already knew to appreciate them. Furthermore, they would 

sometimes offer the recipient a choice from the studio. In both 

cases, the risk of the recipient not liking the work was low. 

Although, therefore, gifts of pictures were common in the 

Fine Art Sample, the giving of gifts in the 'normal' sense 

(where the donor purchases a picture and 'hopes' that the 

recipient will like it) was particularly rare. 

Inheritances were few in these homes and were nearly all 

functional objects. Only three pictures were inherited. Two of 

these were family photographs. The other was inherited, not from 

within a family, but from a deceased artist. The absence of 

inherited pictures might be partly related to the fact that 

members of the Fine Art Sample had been specifically educated 

into a particular taste in pictures and could be expected to 

have different tastes from their parents. They might not, 

therefore, wish to hang inherited pictures. 

Most of the pictures in the homes of the Fine Art Sample were 

made by the owners. Those that were purchased were not often 

bought for significant sums of money. Most had been purchased 

from the exhibitions of colleagues, although there were examples 
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of modest purchases being made from exhibitions of work by 

artists who had no personal connection with the purchaser. 

Male involvement in decisions to hang things on the walls was 

higher in the Fine Art Sample than anywhere else in the Survey. 

This was because, among the people encountered, it was usually 

the man who was a practising artist and hung his work on the 

walls as part of his practice. It did not always follow, 

however, that because a person made a picture they were also 

responsible for the decision to hang it on the wall. In those 

homes where the woman was also a practitioner, the balance 

between objects on the walls made, or introduced, by the woman 

or the man was more even. 

As has been seen, there were not many functional and pseudo- 

functional objects in the Fine Art Sample. Both men and women 

were involved in the decisions to hang these. 

The Middle Class Areas 

In the middle-class Areas, it was more common for objects on 

the walls to be introduced by outsiders than in the Fine Art 

Sample but it was proportionately less common than in the 

working-class Areas. There were considerable differences between 

Areas 3 and 4 in the details of this. 

Inheritances, for example, were mainly in Area 4. In fact, it 

was only there in the whole Survey that inheritance played a 

significant part in determining the nature of the objects on the 

walls. Inherited pictures were often substantial and apparently 

valuable paintings given prominent locations in the home. A 

factor in the decisions to retain these is likely to have been 
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their financial value, although this was never stated. 

The receipt of gifts of objects to hang on walls was less 

common in the middle-class Areas than the working-class Areas 

and this was particularly true of pictures. Once again, Area 3 

seemed to have an intermediate position between Area 4 and the 

working-class Areas in that there were more pictures received as 

gifts than in Area 4. It was interesting that there was a much 

higher tendency in Area 3 to have gifts of pictures on the wall 

in homes with no presence of higher education than in those with 

such a presence. (Included in this reference to those with 

'higher education' are the chartered and articled accountants. ) 

As already seen, it was in the homes of people with such 

education that the reproductions of old masters were nearly all 

found in Area 3. 

It was suggested earlier that this could reflect a learned 

capacity to recognise pictures that were in the category 'art' 

on the one hand, and sufficient uncertainty of personal taste to 

need the assurance of authenticated art on the other. This 

latter implies a high degree of sensitivity about what is hung 

on the walls -a concern not to be thought lacking in taste. 

These surmises seem to be supported by the tendency to have 

fewer gifts of pictures on the walls in that the gifts that did 

not fit the recipient's sense of what was 'safe' would not be 

hung. Furthermore, perhaps, friends who thought of them as 'art 

enthusiasts' might hesitate to buy them pictures as gifts for 

fear that they would not meet their expectations. 

One of the characteristics of the middle-class Areas was that 

it mattered what hung on the walls. People tended to anticipate 
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what others might think of them. As we have already seen, people 

were critical in private of the taste of others. At the same 

time, there was a desire not to offend and if a gift was 

received there was a strong sense of obligation to hang it. It 

was no doubt for a combination of these reasons that people 

hesitated to give each other gifts of pictures. The risks were 

too great. As Richard, in Area 3, put it - 

"I feel sure that if somebody bought us something it probably 
wouldn't appeal. I think it's something that's a very 
difficult thing to do. You have to really know a person well 
to say, 'well I know that person likes Helen Bradley, no 
matter which one we get her. ' But there's not many people 
like that. " 

In the middle-class Areas, pictures received as gifts tended 

not to have high status as pictures and were often hung in less 

prestigious places. They were more often prints than paintings 

and were often period topographical prints of the region. These 

had a kind of 'neutrality' which seemed to make them less risky 

as gifts. 

Men were much more active in the decisions to hang objects in 

the middle-class Areas than in the working-class Areas and this 

was particularly so in Area 4. Here, men often saw themselves as 

connoisseurs and collectors of pictures and made acquisitions - 

involving the apparent expenditure of considerable sums of money 

- without always consulting their wives. They were often 

responsible for the most prominent and expensive paintings given 

high status in the home through their location. The matter of 

the prices paid for pictures was a delicate one and it was rare 

for large sums to be quoted. The largest price stated was £300 

but this was a purchase made some time before 1979. Inflation 
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alone would mean that this would probably equate with a four- 

figure sum in 1986. Almost certainly, other pictures cost more 

and some of the inheritances in Area 4 were probably worth most 

of all. 

It should be remembered that the Survey concerned itself with 

the 'public' places in houses. The indications were that women 

played a larger role in the acquisition of pictures as one moved 

away from the most prestigious 'picture hanging' locations. It 

seems likely that upstairs in bedrooms and landings women would 

make more of the decisions. 

There was more evidence of collaborative decisions - 

including decisions on pictures - in the middle-class Areas than 

anywhere else in the Survey. Joint purchases of pictures were 

particularly likely to be on vacations where they were often 

bought directly from artists at holiday locations. In such 

cases, meeting the artistwas sometimes a major part of the 

enthusiasm expressed for the purchase. These were not usually 

the most expensive of purchases in Area 4, where pictures bought 

on holiday had relatively low status. They represented more 

major commitments in Area 3. 

The special significance attached to 'meeting the artist' in 

making purchases is interesting. It implies a continuing belief 

in the 'specialness' of artists which seems to surface on 

holidays where artists more or less deliberately present 

themselves in ways which conform to certain notions of what the 

romantic life o 'the artist' is like. The attention given to 

painter ortmartre is, perhaps, an example of this. 
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The Working Class Areas 

In the working-class Areas, proportionately more objects on 

the walls were acquired through the initiatives of 'outsiders' 

than anywhere else in the Survey. Most of these were presents. 

It was common practice to bring home gifts from any kind of trip 

away from the locality - including day trips. Things to hang on 

walls, including pictures, were a part of this. 

Mrs Y, a 79-year-old woman in Area 2, had a black enamel dish 

with the word SCOTLAND written large in gold, a central image of 

a piper and depictions of various Scottish tourist sites around 

him. 

"And what about this one? " I asked as we moved on to the 

object. 

Mrs Y launched off enthusiastically, "Well, I was on holiday 

in Edinburgh and, ah... we were all buying presents, and we all 

had a mad fancy for hanging these things up you see - the plates 

instead of pictures - and I bought that... We were all looking 

round fancy shops, you see, and we were all buying things and 

they would keep saying, '0h, that's a nice one. Oh, that would 

hang on the wall nice! ', you see. Different ones were buying 

little ornaments for sideboards and things, so I thought, 'I'll 

just hang a one of Scotland on my wall. It'll remind us of me 

holiday', you see. " 

As Mrs Y indicates, gifts extended beyond the objects on the 

walls. She was referring to all the ornaments around her living 
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room when she said - 

"These are all little bits and pieces that people's bought 
me. And I've still got a whole lot that I don't know where to 
put. In the other houses we had more room, you see. But now 
people have thrown half of their stuff out - good stuff and 
all. But those were little bits and pieces that different 
ones have bought us through the times... maybes for your 
birthday or Christmas or something like that. And you sort of 
just find a home for them (laughter). " 

By comparison with other parts of the Survey, there seemed to 

be less anxiety about the possibility of presenting someone with 

a picture tha did not like. This is mirrored (made 

possible) by the fact that people did not judge each other by 

what was on the walls in the way that they did elsewhere. The 

social pressures attached to this particular area of life were 

les intense. That is not to say that they did not exist. 

Inheritance played a very small part in the way objects 

arrived on walls. Since those inheritances that were present (we 

have already noted Stanley's pictures of churches) were not 

valuable in financial terms, they were retained for other 

reasons. 

In the households which contained married couples (the 

majority of homes) women tended to have responsibility for what 

went on the walls and this definition of roles was mutually 

accepted. In the early stages of interviews, most men - 

particularly the older ones - denied concern with what was on 

the walls and the women supported them in this. 

"She's the one that gets most of them. Just what takes her 

fancy, " said one. 

"I'm pleased you're asking her. I think they just harbour 

dust, " said another. 
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It seemed that such concerns were not thought masculine and 

this was a major difference between the middle-class Areas and 

the working-class Areas. 

However, it was often the case that, as interviews progressed 

and barriers were reduced, men became increasingly involved in 

discussions and, when women were leading the interview, would 

interject with remarks that showed that they did, in fact, have 

views on the subject and were not as uninterested as they 

initially claimed. They sometimes, ultimately, took over the 

discussion, acting as 'critics' on the subject of their wife's 

acquisitions. 

Not all men claimed to be uninvolved in the things on the 

walls, as will be seen. There were a few who played a more 

active part and there were also kinds of objects with which men 

were more inclined to be involved - replicas of weapons, for 

example. 
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ruAPTUP 9 

The Fine Art Sample 

Art: Perceptions, Ideas, Challenges 

Almost all the pictures on the walls of the homes in the Fine 

Art Sample were thought of by their owners as art, and the fact 

that they were so was more or less taken for granted (although, 

as will be seen, there were occasional expressions of 

reservations about the deployment of the term 'art'). At the 

same time it was thought that the domestic context was a 

particular one and that the kinds and combinations of works of 

art appropriate to it differed from public situations -a 

gallery exhibition, for example. 

"It would be fantastic to have a big room with six Rothkos, 

but in a domestic space trying to live with them could be 

depressing, " said Alan. 

. 
It was widely felt that the domestic situation - or at least 

certain rooms within that situation - allowed for a more relaxed 

and light-hearted approach to pictures than was applicable in 

the public art world. 

Obviously the size of rooms puts a limitation on the kinds of 

objects that could be included. 

All these factors meant that these homes were not synonymous 

with the art gallery world, although objects in them were 

thought of as a part of that world. 

In this 
(professional 

group art was a part of daily life and, 

in some ways, no special thing. These people were inside art -a 

part of it. The tendency was not to think of art itself as 

having special status. People lived with it all the time. Status 
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was associated with quality and with particular kinds of 

enterprises and products within the practice of art. 

"I use art as a blanket word, " said Michael, a sculptor and 

part-time art school teacher. "You tend to qualify it then 

immediately by saying good, bad or of a particular kind. " 

This attitude to the concept of 'art', while open and lacking 

in definition, can be seen to require a sense of efficacy and 

security within the field. The most insecure position is to need 

to know firmly and unequivocally what is and is not art, so that 

situations when art might come up can be handled. Michael makes 

his open definition in the confidence that he could, if 

necessary, back it up with the qualifications he implies. 

Although art had no special status in the sense that it was a 

category that members of the Fine Art Sample lived with all the 

time, it clearly was special. This was no mundane professional 

practice but one to which enormous importance was attached., It 

was a 'way of life' to which there was complete commitment. 

There was no retirement age. 

There were a number of strands running through the notions of 

art in the Fine Art Sample and they were not discrete. The 

attempt, here, is not to present these views as a consensus. Nor 

were all the ideas discussed here held by any one person. 

One widely held view was that art is an activity which 

involves the embodiment of an artist's personal observations, 

experiences, feelings, psychology, in a tangible form. At the 

same time, art was spoken of as the objects that result from 

that activity. 
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Closely related to the idea of art as the embodiment of 

observations was the idea that it embodies significantly new 

observations. Art was thought to challenge existing assumptions 

about, and perceptions of, the world and/or the nature of art 

itself. 

Implicit in most of the discussions was the conviction that 

everyone is capable of perceiving the relevant qualities in art 

and can thus be rewarded by the insights that art provides - 

although this capacity might need to be developed in some 

people. Throughout there was also an implicit commitment to art 

as a 'natural' function. Making art was not a hobby but a 

necessity, like eating or drinking. 

The discussion of whether or not the objects on the walls of 

particular homes were art tended to develop quickly away from 

the specific objects present. People had notions of what they 

considered art to be and they were usually able to state these. 

In doing so, they drew on concepts and categories which were 

daily currency within the scholarly world of contemporary fine 

art. 

Art as 'Process' and Art as 'Objects' 
, 

The broad attitude to art as a 'professional practice' 

combined the notions of art as a category of objects with the 

notion of art as a certain kind of activity. The processes of 

making art - both psychological and technical - were as much a 

part of it as the products which were the outcome of that 

activity. Sometimes the words used to talk about art were 

equally applicable to both the process and the product. This was 

true of non-practitioners as well as practitioners. The degree 
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of emphasis on art as an activity - something that one did - was 

peculiar to the Fine Art Sample. 

Art as the Embodiment of Observations/Experiences 

James, a painter and teacher in a Sixth Form College, 

explained that all the works in his home had "involved making 

some sort of response to having seen something. " 

"Art involves the offering of information, offering up 

observations, " said Michael, a sculptor. "I think art tends to 

be a generous thing. It is about - yeah, about giving, in a wide 

sense. Giving up perceptions, observations. " 

James emphasised that art as observation and response 

involved selectivity - 

"If art is something that is made by a human being, capable 
of thought, feeling; capable of selection from a multitude of 
things - those things that have some special significance for 
the individual who is looking, I think I would say that in 
some degree or other all these works are works of art. " 

The implication was that essential to art was the selectivity 

of a particular person's vision which resulted in distinctive 

perceptions. Art involved response -a crystallisation of 

perception in material form which was thus made available to 

others. 

In a similar vein, Janet, a museum curator, spoke of the 

importance of art as a concentration of observation. 

"Any art form, to me, is um-something observed or 
experienced which is refined in some way; it's organised in 
some way to have a more powerful effect than when you 
actually experience it in real life. You concentrate that 
observation or experience through the medium of the art work, 
and that's what an art work is. It's a sort of concentration 
of experience. " 

Unspoken in all these views is the premise that perception is 
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an active process; that experience of the world is not fixed and 

the same for everyone but varies from person to person, and that 

the perceptions of particular individuals are valuable. The 

embodiment ('concentration') of individual experiences in works 

of art is thought valuable, both for the artist in the process 

of making and for people who subsequently encounter the work, 

because they are offered different insights on the world. 

It is noticeable that Janet couples the words 'observation 

and experience'. The distinction can be understood to 

accommodate the world of feeling as well as the 'outside visual 

world'. Thus, what has been said by'Michael, James and Janet can 

be applied as much to the embodiment of inner feelings as to 

perceptions of the outside world. 

In front of an abstract painting, Janet said - 

"I'm very interested in this kind of art. Really, in some 
ways, the art of this century is about delving into what lies 
beneath the surface and when you get down to human emotion, 
if you like1 it's really almost going into the sub- 
conscious. " 

Art as Research 

Observation and response - the concentration of experience - 

was not thought of as a simple copying procedure but a process 

of discovery and clarification. As Janet said, the concentration 

of the experience, its refinement, is "through the medium of the 

art work". The process of making the image is part of the 

process of clarifying the nature of the experience2. 

The 'response' Is in material form and the characteristics of 

the materials have a large part to play. For some, the material 

processes and the exploration of what visual qualities of 

colour, line, tone and texture will do was a large priority. 
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Keith, a print maker and art school teacher, whose walls were 

covered mainly by his own prints, used the term 'research'. 

Telling me why he liked a three-plate etching (Illus. 278/FA) on 

his wall, he said - 

"I think it had some significance in my development. The 
whole process of three-plate etching, the techniques 
involved, is something that I personally have been involved 
in researching since I was at the Royal College. " 

Later he said - 

"I find it difficult to actually qualify what I mean as art. 
The things I make are to do with my history, my activities, 
my ideas, my research. " 

Art as Autobiography: Personal Expression 

The underlinings in Keith's statement are to emphasise the 

commitment to the 'self' as an unquestioned object of attention 

and justification. Those people who spoke of 'observations' and 

'experience' were inevitably referring, though in a less direct 

way, to autobiography. The notion of perception as an active and 

selective process carries with it the idea that all observations 

are those of particular individuals. When they are put into 

material form - as art - they are as much about the artist as 

about what was 'observed'. 

For Peter, it was this autobiographical content which 

distinguished art from empty pattern making. When I asked him (a 

painter, critic and art school teacher) if he thought of the 

objects on his walls as art, he said that most of them were. He 

excluded a few hanging in his kitchen -a RICARD advert (Illus. 

296/FA), a thermometer and an advert for 'Vanille Bourbon' 

(Illus. 295/FA) - saying, "They're visually handsome but they 

don't bear any content at all, you know. They're not out of a 
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person's private trials and tribulations and statements and so 

forth. " 

Peter's reasons for excluding these objects were significant. 

I asked him specifically what characteristics objects had to 

have to qualify as art for him. 

"They are structured in a particular way that comes out of a 
kind of inner necessity of the artist's private content - and 
made from that. They aren't just handsome arrangements about 
nothing. " 

What Peter is saying is that the character of an artist's 

work - the way it looks - is not a product of a concern to make 

something that looks a particular way. There is an inevitability 

about the structure of the art object. Its appearance is 

dictated by the 'inner necessity of the artist'. The artist's 

struggle is to find the right form to embody that. 

givesa particular emphasis 

to the celebration of the 'personal' and the 'individual'. It 

implies a self-sufficiency in the autobiographical concerns of 

the artist which closes off audiences. It appears to be the 

opposite of Michael's assertion of art as a 'generous' thing; 

the offering up of observations by artists for the benefit of 

others. 

In fact there is unlikely to be a significant divide between 

Michael and Peter. Their positions can be reconciled in the idea 

that it is the very privateness of the observations which make 

their public expression such a generous act. Artists are thought 

to make themselves vulnerable in exposing their most 'private' 

perceptions. They also have to undergo the struggle to achieve 

an adequate vehicle for their perceptions. 
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The apparent paradox is accommodated by the distinction 

between the notion of art as an activity and the notion of it as 

objects to be viewed by spectators. It is a distinction that 

often underlay talk about art in the Fine Art Sample without 

being articulated. The artist's activity of giving tangible 

'structure' to his or her private 'trials and tribulations' 

(perceptions, observations, experiences) is seen as separate 

from the subsequent viewing of the product by others. From this 

perspective artists are exclusively concerned with finding 

adequate forms to embody their private experiences - without 

concern for communication with anybody else. Then, quite 

separately, they offer the products of their activity for public 

attention. 

The separation between making and subsequent exhibition is 

actually sanctified on the grounds that any concession to the 

viewer in the creative act would be a compromise of the 

integrity - the authenticity - of the statement. Peter is 

clearly of the view that those objects that are appropriately 

structured - and, therefore, qualify as art - are recognisable 

to others, at least to those who look at them appropriately. 

Art as Natural 

Peter's view of art as coming from an 'inner necessity' would 

no doubt take many forms if explored with individuals in the 

Fine Art Sample, but as a general attitude it was widely shared. 

The making of art had the status of a psychological imperative. 

It was natural. By implication, life without it was 'unnatural'. 

This cannot be underestimated as a factor in the relationship 
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between this group and others in the Survey. The members of the 

fine art community were not 'picture makers' who saw themselves 

as being able to make any kind of picture. They were involved in 

what they saw as an essential psychological process determined 

by 'inner necessity'. 

Art as Challenge 

These notions of art inevitably define the objects which 

result as offering, at least in some degree, a challenge to the 

spectator. Because works of art do not embody a shared or common 

perception but the distinctive perceptions of individuals, it 

follows inevitably that they present the spectator with more or 

less new experiences. To that extent there will be a more or 

less difficult adjustment of perception for each spectator 

relative to both the constitution of the spectator and the 

nature of the work. 

While this element of challenge is implicit in the attitudes 

so far considered, for some of the people in the Fine Art Sample 

it was more forefronted as the important defining characteristic 

of art. It was the 'challenge' to habitual perceptions of the 

world that made it art. 

The following is an extract from a conversation with Jack, a 

painter and art school teacher. 

"Would you describe any of the objects you've shown me as 

art? " 

"Oh Yeah! (laughter) All of the objects I've shown you I hope 

are art. " 

"Why? " 

"Why? Well... mostly, I suppose, because they're ah... they're 
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testing our, or a, testing my ideas about things which are 

outside the normal acceptance of what is easy to live with 

or... nice. In other words, they're challenging. Yeah. " 

0 "That's an essential ingredient is it? " 

"That's an essential ingredient of art, for me, yeah; I mean, 

I have reproductions of Heaton Cooper off the shelf that I like 

but I don't in another sense, in that they're not challenging 

me. They've got to be outside the technical skill, and the 

verve... the things I can understand. They've got to be 

challenging me in the sense that I can't understand them. " 

Jack did not have the Heaton Coopers on his wall - they did 

not have that status - but his words illustrate that the 

traditional skills of an artist like Heaton Cooper are 

respected, even though their lack of challenge puts them outside 

the category of art. It is worth noting here that an original 

Heaton Cooper occurred in Area 4 and he was represented, in 

reproduction, in Area 3. 

In Jack's reference to 'challenge' there is both the 

implication that works of art challenge within the discipline of 

art itself (challenge preconceptions of what art is) and the 

implication that they challenge perceptions of the world. 

The Distinction Between Art and Utilitarian Objects 

The commitments to art as the embodiment of new experiences - 

questioning of habitual perceptions - autobiographical 

statement, contributed to the view that utilitarian objects 

cannot be art because their obligation to be useful at best 

restricts, and at worst dictates, their shape which should 
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properly be subject to no other authority than the demands of 

the artist's expressive purpose. 

When this view is translated from the realm of 'making' to 

the realm of objects, it is expressed as a lack of ambition in 

utilitarian objects. "Their ambition doesn't go beyond being 

carpet beaters, " said Michael of two of his possessions which he 

thought of as 'craft'. 

When I asked James if he thought of the thermometer on the 

wall in his kitchen as art, he was emphatic. "For me that is a 

piece of design. It's from a different world altogether. But I 

think to be a designer one needs to have some art education. " 

Here James expresses the common view that the sensitivities 

and skills involved in 'fine art' are fundamental to all forms 

of design and are transferable to them. 

Within the range of functional objects a distinction was 

usually made between some which qualified as 'craft' (hand-made 

and involving the mark of an individual) and the rest (mass- 

produced objects) which James referred to as 'design'. 

The Title of 'Art' Is Itself a Problem 

Two people were out of step with the rest of the Fine Art 

Sample in that they were reluctant to make distinctions between 

functional and non-functional objects. They were both unhappy 

with the implications of the word 'art' as usually deployed in 

'fine art'. 

"Would you describe any of the objects you've shown me as 

art? " I asked Alan, who taught part-time in an art school and 

wrote on art and craft. 

"Yes, with a small 'a' I think. I don't have very much of an 
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axe to grind about art. Yes, generally I would have said that 

most of them were in some ways. " 

He explained that he thought a rug could be as valuable as a 

painting. After consideration, he excluded a mirror on his wall 

from being art. 

I asked why. 

"Because it's very much a decorative piece. I don't think 

it's very imaginative. I mean, I think there are probably lots 

of other mirrors turned out rather like it. " 

"So you wouldn't include repetitively produced objects as 

art? " I asked. 

"Well, I ought to qualify that. There are some things that 

are done in editions that can still have quite a lot of art 

value. I suppose the axe that I have got to grind is that I 

think that fine artists have been very snooty about things other 

than paintings. For me that's crazy, rather silly and 

rather... well, a lot of time is wasted on it. Although I think 

that some craft workers don't have an understanding of fine art, 

I think also a lot of fine artists don't have any understanding 

of craft work. " 

Ron, a free-lance printmaker did not want to use the word 

'art' at all. He said of the objects on his wall - 

"No, I don't think of them as art really. I think of them... I 
mean, for instance, the David Jones, I suppose you could say 
they were art but I don't think they are. I mean, they are in 
a sense but, to me, they're much more personal things. 
They're images that I like to have around and I think for me 
to have a piece of work by him in a room must do something 
for the room and for the people in it, if they're prepared to 
look. But 'art' - I'm not bothered. I mean, I don't know what 
that means. I think it means that you've got to have some 
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sort of craftsmanship. There's some sort of technique that's 
got to be learned to manipulate materials or something like 
that - but the same goes for some of the furniture. " 

"So you wouldn't make a distinction between the pictures and 

the furniture? " 

"No. The only thing is you can change the pictures easier 

than you can change the furniture. " 

Art Is What People Say It Is 

David, a sculptor and art school teacher who was also active 

as a'writer on art, took an untypically detached view. He 

highlighted the separation between art as an activity and as 

objects received by others, when he said that what was, and was 

not, art was determined by the intentions of the people involved 

- first the artist and then the spectator. 

"Art is obviously largely, in the first instance, determined 
by intention. But it's also determined by the selection of 
the acquirer or the person who chooses to hang it on the 
wall. It's a function that's lent to the object. " 

Similarly, Stephen, the art critic and exhibition organiser, 

who was unusual in the Sample in not having had a formal art 

education, said all the objects on his walls were art. "They're 

art because the people who make them say they are. " 

These detached and open views do not co 
trod 

ci t'those already 

considered. They are simply spoken from a temporarily 

uncommitted perspective - similar to that adopted for this 

research. David and Stephen almost certainly adopted that 

perspective knowingly for the purpose of negotiating what they 

knew to be potentially complex issues surrounding the definition 

of art. From their 'normal' perspectives, as committed members 

of the fine art community, they themselves make images with 
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intentions and/or write about what is and is not art. 

In fact, as with Michael who said he used art as a 'blanket' 

term, these statements can be interpreted as being made from 

positions of confidence. Neither was saying that his possessions 

were not art. They were art because they said so - or because 

they agreed with others who said so. 

They, and their colleagues, had the competence to define art. 
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SOME WATERCOLOURS IN THE FINE ART SAMPLE: JACK 
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Some' Watercolours in the Fine Art Sample: Jack 

Jack was a painter and art school lecturer. The following is 

a statement he published in an art journal about his paintings - 

the same in kind as those on the walls of his home (Illus. 

279/FA; Illus. 280/FA; Illus. -281/FA). The underlinings and the 

repetition of words and phrases on the right of the page are 

mine. 

I have always been excited by extremes of 
experience, and in my paintings I seek to produce a unity. 
which retains the intrinsic character of two extreme 
qualities. 

Perhaps this stems from the fact that, although I was 
brought 

-up 
in Blackpool where harsh colour and 

mechanical forms dominate an estuary landscape, I spent 
my weekends amongst the wild hills of the Lake District. 
Thus I moved from a situation where man and his works 
dominated, to one where his presence was only minimal. 
As a result I found then, and still find, that motorways, 
walls and pylons across open landscape tend to identify 
the very nature of contemporary landscape, and man's 
impudence in the face of it. 

During my time as an art student I was made aware 
of the reverence that Constable and Turner brought to 
landscape study, and the problems of dealing not only with 
formal painting values but the psychological implications 
of looking nostalgically at pastoral bucolic peace, from the 
edge of an industrial revolution. I ask myself now 'what on 
earth would they have made of the skies today, with jet 
streams, wires and silver objects floating in the heavens'. 
Impressed by Keat's phrase 'beauty is truth and truth 
beauty', I evolved a formal language in my painting within 
which it is possible to deal simultaneously with the 
opposite propensities of natural order, and the synthetic 
application of man's activities and thinking. I seek to bring 
into harmonious co-existence the understanding of natural 
behaviour in landscape, via the objective study of observed 
colour tone and space, and the symbolic representation of 
man-made properties via the geometric linear diagrams 
which allow us to deal with the world. Having spent my 
military service in a map reproduction unit I was intrigued 
at an early stage with the relationship between reality and 
its diagrammatic representation. 

However, I have never been able to come to terms 
with formalism for its own sake, particularly in my own 
work, although I recognise its value in the work of others. It 
has always been my hope that through my particular visual 
understanding of my surroundings, I might reach people 
who are not normally within the visual arts catchment 
area. If I can balance the opposite but composite elements 
I see in man and nature, in such a way as to make the 
observer aware of the beauty inherent in an acceptance of 
t eseFeoopposites by which he is surrounded, I may be able 
to provide a ladder with which he may achieve greater 
visual satisfaction from life. 
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Art however is a complex and sophisticated process, 
and to deal with it one needs to remain honest and com- 
mitted to basic beliefs and principles, selecting from the 
mass of information only that w is can contribute to 
those beliefs and principles. Certain realisations occur as 
one seeks to understand and develop ones knowledge of 
visual structures in the twentieth century. 

Land art, computer art and documentation have all 
effected my thinking, and particularly Maria Reiche's research 
into the huge ground drawings in Peru. The use of aerial 
photography has made it possible for us to be aware of 
them in a way that cannot have been envisaged by their 
creators. I related these drawings to the work of eighteenth 
and nineteenth century landscape artists and tried to con- 
ceive a structure which would embody both man's 
understanding through experience and his hopes and 
aspirations for spiritual fulfilment. Significance in art 
depends upon the spiritual extension of the artist and his 
ability to develop a similar response in his spectators. 

My particular method of seeking the latter is to try 
and condense my consciousness of human activity and 
nature existing side by side in landscape, into a format 
which will allow instant recognition of the content. This 
has lead me to work with a somewhat minimal ocess 
involving washed colour and resist line, usually on paper. 
This media allows me the freedom of action that comes 
from the natural behaviour of water, and yet allows me to 
enclose the hard diagrammatic qualities of sharp lines, 
within the work. A water based process also has an 
additional bonus for me, as the idea of 'watercolour' is 
fairly familiar to the spectator and thus he feels less 
affronted by the work, 

Dealing with. problems of harmony between 
opposites leads to delicate considerations of balance and 
proportion, colour and tone, flippancy with which can ruin 
a piece. so the more e ements one deals with the more 
one is tempted to exercise one's skill. I try to avoid slick 
craftsmanship in watercolour, and implications of technical 

yawing in linear work as these would encourage mislead- 
ing values. All these problems make the work interesting to 
create, and the reduction of the idea to its basic structure 
eventually leads me to a form of abstraction from things 
seen and understood rather than a formal exercise. It is 
derived from long looking at, and experience of, the 
northern landscape and life in the twentieth century. 
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CHAPTER 3 

The Fine Art Sample: The Objects and Their Uses: 

Introduction 

It has already been seen that the members of the Fine Art 

Sample thought of the objects on their walls as art. They talked 

about them in ways that confirmed that. 

The way in which objects were introduced made it clear that 

there was a fundamental distinction for most people between 

pictures and functional objects. It was usually assumed that I 

would not be interested in the functional objects. 

An old set of bellows hung over the fireplace in one living 

room. 

"And what's this? " I asked David. 

"Oh, that's strictly functional, " he replied. "It's a bellows 

which we use every night to get the fire going. " This was said 

as though it disqualified the object for further discussion in 

the context of an interview which he expected to be about art 

objects. 

Since this distinction existed in the setting it will be 

employed as part of the framework for this discussion. The 

distinction, in any case, found expression in the nature of the 

objects themselves. There was no confusion between pictures and 

functional things. 

Pictures: Works of Art 

Pictures were rarely on walls for singular reasons and when 

people talked about them they usually revealed a number of 

different relationships to them. The fact that the people in the 

Fine Art Sample thought of their pictures as art has to be 
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understood as a common underlying significance, more or less 

unspoken, that almost all pictures had for their owners. Their 

involvement with objects was situated and given meaning within 

the authenticating framework of the contemporary fine art world 

and its perspective on art history. 

This artist won the John Moore's competition that year; that 

picture won first prize in the International Tokyo Print 

Show..... 

The people in the Survey were not by any means purchasers of 

art on any scale. Their collections were mostly the product of 

more or less random professional contacts, friendships and 

events mixed in with modest purchases here and there. 

They were not 'collections' in the sense of being considered 

and systematic acquisitions. They were simply part of the 

trappings of a professional life in the art world. 

People drew on contextual knowledge of the art world when 

saying what particular pictures were, who they were made by, 

when they were made, their place in the scholarly version of the 

history of pictures deemed to be art. Contextual knowledge 

included models for, and an awareness of, the kinds of issues 

that artists have addressed in the fine art tradition, a 

knowledge which provided informed reasons given for liking 

particular objects. 

Just as discussions about what was and was not art ranged 

away from specific objects, so too discussions of why particular 

objects were liked tended to range away to their roots in more 

generalised concepts of art and picture making. 
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It has also been seen that art was a professional practice 

within which these people operated as a part of their daily 

lives. Many of the reasons for valuing pictures related to a 

specialist knowledge of art as a practice, an admiration for 

artists thought to have done particular things well, to have 

made particular contributions to art as understood in the fine 

art community. 

People in the Fine Art Sample were accustomed to negotiating 

situations in which they were required to talk about pictures. 

That is not to say that they all found it easy. 

Pictures in Particular Media 

The large majority of objects were pictures and they were 

identified by their owners in ways that acknowledged their 

existence as constituted images - giving priority to 

characteristics usually considered salient in the scholarly 

world of fine art. 

With regularity pictures were identified by the medium in 

which they were made. This involved varying degrees of 

precision. Painting, drawing, multiple drawing, mixed-media 

drawing, sketch, oil sketch, watercolour, mixed-media 

watercolour, gouache, collage, print, lithograph, etching, 

multi-plate etching, three-plate etching, sugar-lift aquatint, 

screen print, tapestry, relief and photograph were all used as 

terms in the identification of one or more objects. More media 

were identified in the larger discussions about pictures. These 

were simply those used in the initial introduction of objects - 

when people were saying what they were. 

Sometimes historical or cultural information would be added 
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in the identification of objects by media. Such terms as 

'Japanese print', '18th Century hand-coloured print' and 'early 

photographs' were used. 

The identification of a picture by medium gives a high 

priority to its existence as a made image. The emphasis is on 

the material characteristics and visual qualities of its 

construction, its facture. The emphasis is on a particular way 

of looking at the picture, as a surface marked and modified in a 

certain way, as particular materials manipulated in a particular 

way. 

In many cases this was simply a preoccupation with how 

pictures were made and with the contribution that their 

particular fabrication made to their meanings. In other cases 

the emphasis on media implied more. 

One printmaker introduced a picture (Illus. 282/FA) in a way 

that was reminiscent of an exhibition catalogue entry. "It's a 

multi-media thing. It's an etching, cast pulp, lath-positive and 

fish box ". 

In the conversational context of the interview such a list is 

a 'dead-pan' way of identifying an image with strong 

implications for how it should be viewed. The reference to an 

object which has a clear independent identity (a fish box) as a 

part of a list of media does not invite the spectator to attend 

to the fish box as a fish box but as a material. Like paint, it 

becomes a constituent part of the total image. As a material it 

has the potential to become whatever its context in the picture 

dictates. It is freed from its conventional identity. 
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It might be freed in order to become a part of another 

identity - like paint can become a portrait (a person); it might 

be freed in order to make its own visual potentialities apparent 

in a new totality. In the first case a new name -a verbal 

equivalent - might be possible for the new identity. In the 

second case it is unlikely. The new totality has no shared 

identity with a name. To list the materials that make it up is 

both the most appropriate way of identifying it and of 

encouraging the relevant kind of attention to be given to it. 

In an exhibition catalogue such a list of media often follows 

the title of the work. The convention to present the information 

that way round is probably rooted in earlier traditions of 

concern with subject and content before media. In the 

contemporary art world that convention is not applicable in all 

cases. The way in which Keith, the printmaker, introduced the 

picture, and others of its kind, invites the assumption that the 

materials are the subject. 

On many occasions other dimensions of pictures were mentioned 

in conjunction with references to media. But in its exclusive 

form, the emphasis on materials rather than allusive dimensions 

of pictures, suggests that the pictures are non-allusive, that 

they are about the materials themselves. The alternative is that 

the allusions have no names - no word equivalents; to give them 

names is thought to invite irrelevant readings or to close off 

more relevant or alternative perceptions. 

These were two significant attitudes encountered in the Fine 

Art Sample in the discussion of pictures. They constitute two 

main emphases - pictures as formal structures and pictures as 
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challenges, (offering alternatives) to habitual perceptions. 

Both these notions were identified in the notions of art offered 

by members of the Fine Art Sample. 

In discussions such as those taking place in this Survey the 

order in which information was offered was indicative of 

priorities. It was much more common to identify pictures by 

media than by subject. This was accompanied by the fact that 

genres of pictures were rarely mentioned. There was the 

occasional use of the term 'portrait', and 'landscape' was often 

used, but there was no wider subject-based categorisation of 

pictures. The implication was that the existence of images as 

constructed images was more important than what they depicted. 

Pictures By Particular Artists: Examples of Their Work 

Along with media, the other common way of identifying 

pictures was by the artists who had made them. In saying why 

they liked particular pictures people sometimes simply said that 

they liked a certain artist's work generally. Sometimes the 

liking for an artist was a relatively distant one related to a 

knowledge of their work and its place in the world of fine art. 

"I've always liked Eric Gill, " said Alan of a print. 

"In general I like Bellany's work, " said Fiona of an etching. 

Ken thought his drawing by Brzeska was the most important to 

him of all the things on his walls because it was "artistically 

the most significant". 

These statements take for granted a larger knowledge of the 

work of these artists. 

Other statements of this kind were more developed and related 
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particular works to others by the same artist, or other artists. 

"I like Christo's work anyway", said Peter of an exhibition 

poster. "I've got no hard opinions about a megalomaniac buying 

curtains and wrapping coastlines and so forth, although I don't 

see why he shouldn't if he can raise the cash. I actually like 

the little photo-montages more than the big ambitious earth art 

pieces. And this is a good example of that kind. " 

Peter makes a little excursion into art world polemics, in 

effect defending his liking for Christo by showing that he is 

aware of adverse views about his work. This was not a response 

to anything that had been said previously in the interview. He 

is used to the idea of art as a controversal subject and 

anticipates issues. At the end of his statement he is able to 

assert his own judgement with confidence and authority. 

Janet similarly is confident in making a value judgement of 

more public significance in talking about a portrait of her 

husband by Cedric Morris (Illus. 66/FA). She commented that the 

Tate was soon to hold a retrospective of his work. Asked 

specifically why she liked the portrait, she replied, "Well, 

apart from the nose it's very like my husband for a start, and I 

generally admire Cedric Morris's portraits very much. I mean, I 

happen to think he's one of the finest 20th century portrait 

painters in Britain - much undervalued by everyone else in my 

view. One day someone will appreciate him but there's an element 

of - almost - crudity in his work which puts people off. I think 

he paints nearly life-size and that in itself is something that 

is very difficult to assimilate. I think if you looked at most 

portraits you would find that they were under life-size. " 
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(The fact that Janet begins by talking about the likeness in 

the portrait will be returned to. ) 

Janet is confident that she knows enough of the portrait 

painters in Britain to be in a position to decide that Morris is 

one of the best. Of course, she doesn't know all the portrait 

painters in Britain, but she accepts that the 'good' ones are 

known by virtue of the processes of selection operative in the 

art world. This is possible because, whether or not she has 

thought about it, her interest in pictures is institutionalised, 

there is a map for situating people within it, and she has 

access to it. It is this that equips her to anticipate that 

Morris will be given recognition one day. The art world operates 

in certain ways that are more or less predictable. 

Stephen introduced a photograph (Illus. 54/FA) with the 

words, "That's Andy Goldsworthy, a photograph of a sculpture. 

All his work is fragile so it exists very briefly as a sculpture 

and then exists as a photographic piece. " 

The way in which the picture is identified includes an 

awareness of the nature of the artist's practice, a knowledge of 

which is essential to the perception of the photograph that 

Stephen enjoys. 

All these reasons for liking pictures draw on a general 

knowledge of a particular artist's work. The ones referred to so 

far are widely known figures. Sometimes a general knowledge of a 

particular artist's practice was more close. Ken was talking 

about the work of a close colleague when he said of one 

painting, "It's a good example of Mike's work at that stage". 

When I asked Michael why he liked a low relief by another 
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sculptor (Illus. 84/FA) he said, "I'm not terribly keen on it 

formally as it stands as a piece in its own right, but in terms 

of a trigger - it reminds me of a whole series of his work which 

I was very keen on. " 

Pictures by fellow artists - professional colleagues - stood 

for a common purpose and sense of camaraderie. 

"Can you tell me what that is? " I asked James. 

"Yes, now that's a litho -a lithograph - by Len Tabner and 

it's one of his series of works that he's done on hedge-ro ws, 

hedge-backs. I've known Len, of course, since his days as a 

student. Right through his career I've encouraged him. " 

The professional relationships were not only artist to 

artist. Stephen said of one photograph, "Yes, that's a 

photograph by Ray Moore. It's one of the images from an 

exhibition I organised - the Presences of Nature show. " 

While the domestic significances of pictures included 

personal relationships with artists who had made them, this can 

be seen as an extension of, and an intensification of, the 

situation in the 'public' art world rather than being peculiar 

to the domestic situation. Members of the fine art community 

become very familiar with the work of 'distant' fine artists, 

the literature about them, their histories. There is always a 

sense in which they have relatively close relationships with - 

even affections for - certain artists, even when they have never 

met them personally. 

"Now then, " said Ken, a sculptor and art school teacher, 

"this is a drawing by Gaudier Brzeska. " 
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"Do you know how you spell that? " I asked, making notes. 

Ken spelt it unhesitatingly. 

"He only worked for three years, " he said. "He was killed 

when he was twenty-four. I've always had... he's always been one 

of my loves; one of my great favourites, because he has 

associations with Bristol and I was trained at Bristol and 

brought up there. When I was a young student, Gaudier was one of 

our heart-throbs. In those days one identified with people like 

that. I think he's a tremendous draughtsman. Tremendous in the 

sheer volume of work within three years. Range - this is a very 

typical example of a line sketch of his - but if you think of 

the drawings he did in conte and chalk... the way he could twist 

a leg just by... Oh! It's tremendous, you can feel it... Some of 

the life drawings were superb. So I've always had this love. So 

this exhibition came along and, as Andrea pointedly said, she 

bought it for me. " 

He broke into loud laughter, shared by Andrea, his wife. 

For people like Ken, art world pictures and the artists who 

made them are not identified by reference to impersonal factual 

data. Some, at least, are part of their personal identities. 

Ken's enthusiastic words show clearly the plurality of 

significances that the picture has - as by his idol, Brzeska; as 

a skilful drawing; as an allusion to his youth and student life; 

as a gift from his wife. 

Ken's love of Brzeska extends beyond the work to the 

characteristics of the man - to what he stood for. The 

practitioners in the Sample, in particular, respected attitudes 

as represented by other artists and these were often referred to 
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in saying why a particular example of their work was liked. 

Alan was more explicit about this. When I asked him which of 

the objects he'd shown was most important to him, he said, "If 

you're saying the sort of Desert Islandy kind of question - 

which would you take with you - it would probably be the 

Winifred Nicholson because it does have such a wonderful 

optimism for an 80-year-old in terms of its visionary quality. I 

suppose I'm adding sentiment into it as well. I admire the way 

that at 80-years-old you can think of new ideas and think of 

radical ways of changing your life. That's the kind of message. 

It's there as a kind of needle in my side. Keep on thinking. 

It's not just a painting. It's about reminding you of somebody 

who had a certain set of ideals. " 

It was such an admiration for Winifred Nicholson, as well as 

for the quality of the particular paintings, that made Ron place 

two paintings by her as the most important, to him, of the 

objects on his walls. He also had a Norman Adams watercolour, 

(enjoyed, in part, for its 'Blake-like qualities'). When Ron 

introduced this picture he talked of how he admired the artist's 

attitude to his work. He was 'genuine'. The watercolour was 

inseparable from Ron's admiration for the artist as a figure 

who, in his eyes, stood for integrity, someone who held fast to 

the ideals of art as Ron understood them. The idea of being 

'genuine' is associated with the view of the process of making 

pictures as one of embodying personal experience. Integrity is 

necessary to this in that only the artist knows what has to be 

said and when it is said adequately. The worst offence is 
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thought to be to settle for less than an adequate result or to 

produce pictures which please others but do not correspond to 

one's own experience. It is a view of picture making which 

honours the refusal to consider the spectator1. 

The preoccupation in the Fine Art Sample with the artists - 

the makers of the images - is more than a professional colleague 

relationship. It is a dominant preoccupation with pictures as 

the statements, the observations, the 'hand writing' of 

individuals. This emphasis puts the maker before the product. 

The product has significance by virtue of its having been made 

by a particular maker. It is a conception of artists as 

individuals, each with their own important perceptions of the 

world, protecting their individuality from the temptations to 

compromise by courting audiences. 

Pictures in the Fine Art Tradition: Part of the History of Art 

When Ron saw 'Blake-like qualities' in the work of Adams, he 

was understanding his pictures as part of a tradition of 

picture-making. David demonstrated the same facility when he 

said of some old sepia photographs (eg Illus. 76/FA), "Old 

photographs, for me, have got that in-built thing about time in 

them - Memento Mori I suppose, time passing. " 

David's particular perception of the photographs is made 

possible by his familiarity with art historical knowledge and 

categorisations. The photographs are rendered more than 

depictions. They are infused with additional dimensions within a 

shared tradition of picture making. 

Another example of this kind of contextual referencing is in 

the following statement from Ken, who was saying why he liked a 
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drawing made by his teenage son (Illus. 283/FA). The drawing was 

made from the front seat of a car, looking through the 

windscreen and it included the rear view mirror. 

"The idea of filling a space which would be difficult to use 
with the mirror is a marvellous idea and also there's the 
sort of Velasquez-like movement of shapes within shapes 
within shapes - which he did in that painting of the Spanish 
royal family. That's a very good idea but in my view it's 
badly executed. " 

People in the Fine Art Sample not only perceived their 

possessions in relation to a shared tradition but they perceived 

some of them as a living part of the history of art. 

Janet, the museum curator, put it explicitly, when she talked 

about an oil painting that she owned by Morland Lewis (Illus. 

284/FA). She talked about the 7 and 5 group which she explained 

included Ben Nicholson, Winifred Nicholson, Christopher Wood, 

Alfred Wallis and Cedric Morris (one of whose pictures she also 

owned), as well as Morland Lewis. 

"If you think of that sort of context, it's very much in that 

context, " she said of the picture. 

When I asked why she liked it she said, "It's just an 

attractive picture. I don't think it goes very deep into 

anything. For me it's part of the history of art. It's nice to 

have something that the books might mention one day! " 

Though she laughed as she mentioned the history of art, she 

meant it as a realistic statement - which it was. Many of the 

pictures on the walls of the houses of the Fine Art Sample were 

already part of the recent history of art. Most, if not all, of 

the practitioners that were part of the Sample were already 

included in the journals and catalogues of the contemporary fine 
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art world in Britain. 

Pictures: Past Work; Work in Progress 

Pictures were often made by the owners themselves. In such 

cases the making was an intense part of the identity of the 

object and when it was made was a matter of personal history. 

"That's a painting I did in 1949. It's a Diploma composition 

and I still like it, " said Jack. 

"That's a drawing that I did when I was still at school, " 

said Michael. 

These pictures were not entirely there as examples of 'good' 

pictures. They were records of the personal lives of the 

artists, their progress as artists, their associations and 

affections as people. Such examples of pictures standing for 

broad passages in an artist's life were common. 

The practitioners in the Sample placed emphasis on the 

significance of particular pictures in terms of their own 

working practice and development as artists. They conceived of 

themselves and other artists in the evolutionary terms of much 

art historical literature. The 'development' of an artist, from 

one kind of work to another, one set of preoccupations to 

another, is considered a significant process. It is the logic of 

the retrospective exhibition. 

There was a more specific sense in which pictures were 

sometimes records of the life and experience of the owners. 

"Yes, this is a little mixed-media drawing - mainly a 

gouache. It is one of a series of about five, possibly six, that 

I did as a result of coming home one evening from drawing and it 
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was rather a cold winter's evening. I was rather shocked by the 

emission of steam and smoke that went up from behind those 

hills. " 

In this case James is telling of how the picture is actually 

about a very particular experience, a momentary observation. The 

relationship to his life is not additional to the object but a 

part of it. The picture is inseparable from the experience. More 

than a mere record, the making of the image is inextricable from 

the original experience. Those members of the fine art community 

who hung their own pictures on their walls were surrounded by 

records of their own lives in a particularly intense form. 

Ron, another printmaker, had a piece of wall in his sitting 

room on which he said he periodically put different drawings. 

They were mounted in frames of a standard size that enabled him 

to change the work regularly. "Having them around often suggests 

ideas or frames of mind that I might follow up, " he said. 

In Ron's case the drawings were understood as part of his on- 

going work rather than as records of past practice. The 'ideas' 

or 'frames of mind' relate both to possible ways of looking at 

landscape as well as ways of working; new directions for his 

work. 

In the same way Jack devoted the walls of one room in his 

house to watercolours which, he said, were still being assessed. 

Asked if he liked one of them, his answer was, "I'm not hanging 

it on the wall because I like it. I'm hanging it on the wall to 

see whether I like it. " 

He explained that when he decided he liked something - when 

he thought it was 'good' enough - he would exhibit it and try to 
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sell it. 

Ken said of one of his drawings, "I never think about liking 

or disliking my work. I'm more inclined to... Well, the first 

thing is that its done and that's the end of the matter. I tend 

to forget them once they're done. Whatever analysis is done 

takes place as the drawing's being made - or before - rather 

than afterwards. And I hardly ever think of liking or disliking 

any of my own work but simply to say, if I was doing it again I 

would do this or that, or modify this or that - maybe that bit 

works or that bit doesn't. But I wouldn't ever say I like it or 

dislike it. I'm totally disinterested. Yes, I'm essentially 

disinterested in it. " 

"Why do you hang it on the wall then? " 

"Well, so that sometime I can look at it and see if I'm going 

to repeat that or something like it or it can be a starting 

point for other things. " 

The emphasis in all these examples is on picture making as a 

process, as a practice. 

Practitioners, in particular, were occasionally impressed by 

technical aspects of other artist's work. When I asked Jack why 

he liked a watercolour, he replied, "I was always impressed by 

the meticulousness in his work and I could never work out how 

he, in his oil paintings for instance, masked out his work. I'm 

still impressed by the way he put a red line up the edge of the 

black without it dispersing into the colour. So it's a technical 

reason. " 

James admired a painting for "the way the paint is slashed 
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on". Michael thought a watercolour was 'technically inventive'. 

Ron admired "the way she can work so spontaneously and with such 

assurance". 

Perhaps these professional working procedures and ideas can 

have little relationship with the use of pictures in other 

Samples in this Survey. They are, however, important here as a 

reminder that 'art' as a process of picture making - as well as 

a number of objects to be viewed - is a constant background to 

the way in which pictures were perceived and understood in the 

Fine Art Sample. This underlying concern with the making of 

pictures, and with the intentions behind the making, of pictures, 

was not peculiar to the practitioners although it was probably 

most intense in their cases. 

Pictures: Formal Structures 

Of a painting by Winifred Nicholson (Illus. 285/FA) David 

said, "I like the colours mainly. The orange and yellow stripes 

against the grey-blue. " 

Of a mixed-media abstract work (Illus. 286/FA) Ken said he 

liked the 'textural variations', and the way it was 'ingeniously 

set together'. 

Such statements dwell on the formal characteristics of 

pictures. The two examples given do little more than state a 

preference. It is noticeable, though, that they do combine more 

than one element. There is a concern with relationships rather 

than a simple liking for a single quality -a colour for example. 

Perhaps the most explicit and developed statement of a liking 

for a picture for its formal qualities came from Peter, when 

saying why he liked a Henry Mundy oil painting (Illus 60/FA). At 
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the same time he showed how his liking for the picture is 

contextualised. 

"Well, despite the fact that it's very English - in all those 
sort of subdued khakis and little bits of pink and blue 
coming through it... um... it all fits. It's probably from 
still life or something, although I don't know exactly what 
it's from. I mean I don't believe in, you know, you might get 
a sort of transcendental experience from a Wagner opera or 
something, but looking at paintings or sculpture, the sort of 
reaction that I get is that it all fits, it's just right and 
therein lies the pleasure. I'm not kind of transported if you 
like, but it's got a rightness to it. " 

Peter explains that his pleasure in this picture is all to do 

with the arrangement, the organisation, the structure, of 

qualities of colour, line, tone, texture. Such organisations 

have a sense of rightness or wrongness, a sense that everything 

'fits'. All this is quite separate from any concern with the 

picture as a depiction of the world - Peter is not even sure 

what the picture is 'from'. The visual organisation came from 

looking at the world. It may be partly a response to it but it 

is not a depiction of it. The 'subject' is the organisation. 

This way of looking at pictures requires a perceptual frame 

of reference which is quite distinct from looking at depictions. 

Indeed, it is different to the frame of reference that we use to 

identify objects in the world on an everyday basis. Attention is 

given to the formal qualities of the picture which is explored, 

without attempting to make sense of them in representational 

terms. 

Although the picture Peter was referring to was virtually 

non-figurative, he would look at more figurative images in the 

same way. (That is not to say that it is the only way he would 
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look at them. ) Thus, a photograph in his kitchen (Illus. 79/FA) 

was titled 'Red Mondrian'. Although it can be seen as a 

depiction of the facade of a building, its title invites us to 

attend to it as an abstract arrangement - like one of Mondrian's 

simple abstract images. 

In a similar way, Jack said of an oil painting on his wall 

(Illus. 287/FA) - 

"At the time I was impressed by the strict structure of the 
painting in the face of all the loose and organic things that 
were going on. This sort of very rigid structure was very 
impressive. I think it's a powerful painting. It's the 
tension between the organic and the geometric. " 

A final example of this emphasis in looking at pictures can 

usefully come from James, a figurative painter. Telling me about 

a painting (Illus. 55/FA), he referred to "the sudden pattern 

that half a cow makes. In this case half a Freisian with its 

rather nice coloration and colour pattern on its flanks and on 

its head; seeing this in relation to sky and seeing it in 

relation to a wall covered with lichen. It's the pattern of 

things that attracts. " 

James' emphasis is on relationships which constitute a 

pattern and the activity of seeing them which requires a 

particular way of looking with different priorities than those 

which might 'normally' apply. To see the pattern that James 

describes, it is necessary to give the cow no more importance 

than the wall or the lichen or the sky, but to see the 

relationships between these as visual qualities of colour, tone 

and texture. 

It should be emphasised that I am not suggesting that Peter, 

Jack and James are in a simplistic way looking at pictures in 
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the same way. They would probably all wish to deny that. But 

there is the detectable commonality in their statements, that 

they are involved with the relationships between formal 

qualities - the composition and structure - rather than with 

anything the pictures under discussion might 'depict' in the 

world. 

This does not, of course, exclude the depiction of 

intangibles - feelings for example. Peter's earlier references 

to the 'trials and tribulations' of artists makes clear that the 

formal structures he admires are not vacuous patterns. They are 

thought to embody something from within the artist. 

It should also be said that James' perception and use of the 

pattern of the cow depends largely for its humour on reference 

to things in the world. It is not 'only' a pattern. But to 

perceive it as James perceives it, it is necessary to be 

concerned as much with the pattern as the cow. 

Janet, discussing one abstract picture (Illus. 62/FA), was 

critical of a concern with formal qualities for their own sakes. 

"What would you say that was? " I asked Janet, a museum 

curator. 

"This is a technical exercise like so much modern art which 

pretends to be otherwise. A demonstration of artistic 

gymnastics. And it's... I mean it's legitimate in its own terms. 

It's about disbalance of colour and blending of colour. " 

In this remark she is close to Peter when he was criticising 

some graphic images for being 'visually handsome' but having no 

'content'. 
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Pictures: Observations of the World 

Though James' emphasis is on 'pattern' his preoccupation is 

clearly with 'visual experience of the world around him. His 

pattern was seen in that world, derived from it. His pictures 

are a product of a way of looking at and responding to the 

world. 

A large number of reasons given for liking pictures were 

related to the way in which they depicted the world, not as 

pattern, but as a physical and atmospheric reality. When Janet 

talked about Cedric Morris's portrait of her husband, it was 

noticeable that the first thing she mentioned, almost in 

passing, was that 'apart from the nose' it was very like her 

husband. One of her reasons for liking the picture was that it 

successfully depicted her husband as a person. 

When Ken was enthusing about his drawing by Brzeska, a part 

of his excitement was, "the way he could twist a leg just by... 

Oh! It's tremendous, you can feel it... " 

When saying why he liked a Winifred Nicholson painting 

(Illus. 288/FA) Ron said, "I felt it had the qualities of - it's 

called February. It has the feel, through the colour, of that 

time of year. " 

Keith said of a multi-plate etching (Illus. 71/FA) "I like 

the atmosphere, the quality of light. " 

Michael thought a pencil drawing of a landscape "captured the 

qualities of the place. " 

Of a lithograph (Illus. 289/FA) James said, "I suppose I like 

it because it's got a lot of gusto, a lot of feeling for 

weather, a feeling for place, a feeling for space. " 
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There were many more examples of this kind of reference to 

pictures. Like other reasons for enjoying them these were not 

necessarily discrete - not the only reasons for the pleasure 

that the picture gave. But they were prominent reasons. 

Alan expressed an enthusiasm for pictures as embodiments of 

ways of seeing the world which were unsophisticated. When saying 

why he liked an oil painting (Illus. 290/FA) he related it to 

the perception of children. 

"It relates to a children's view. It's probably the same 
reason that I like Wallis. I like very painterly painters 
that obviously enjoy paint. I quite like unsophisticated 
imagery as long as it's not too false. And I think hers work 
at that level. There's a sort of charm about them. She still 
sees the world as a child. " 

Of some paintings made by his children, he said, "Actually I 

like children's drawings, sometimes as much as those of 

professional artists. I've got some children's drawings that 

I've kept that I value just as much. " He went on to explain that 

he did not want to imply that they were better or as good as the 

work of professional artists. "They're different things, " he 

said. "I wouldn't say I devalue professional art. I don't make a 

distinction in terms of quality. They have different views of 

life. " 

What Alan values about the 'view of life' offered by children 

is its relative innocence. It is based in the notion that 

learning, sophistication, enculturation involve a process of 

selectivity in arriving at an understanding of the world. It is 

a selectivity which is thought to close off a great deal; a 

selectivity that becomes habit. It results in a fixed and 

familiar view. The loss of individuality. Children, apparently 
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not yet so affected, are assumed to have a fresh and relatively 

uninhibited. perception of the world to offer2. Not only are 

children's perceptions thought to be relatively 'unenculturated' 

but so are their modes of painting. Such 'innocent' modes of 

perception and expression are thought capable of offering 

insights, of challenging our habitual perceptions. 

Pictures: Challenges: New Perceptions, New Art 

Pictures were liked for more self-conscious and deliberate 

challenges that they were thought to be capable of offering to 

everyday perceptions of the world. 

Peter said of an etching (Illus. 291/FA), "He's a 

metaphysical artist and the work is crammed with symbols of the 

passage of time and various kinds of interference with the - 

sort of - logic of everyday reality. " 

The most important object to David on his walls was a 

Japanese print (Illus. 292/FA) because he said, "It's the one 

that engages me most mentally. " When I had asked him 

specifically why he liked it, he had said, "The reason I like it 

is for the um... complex spacial concerns within it, the fact 

that you've got this very rigid convention that establishes 

space and then it's contradicted by things like that picture 

within a picture, the landscape. " 

David's comment is about perception of space in pictures as 

much as to its relevance to perception of space in the world. He 

is interested in the conventions used to imply space in the 

world in pictorial form, and then, again, in the way such 

conventions can be used to contradict one another within 
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pictures, to confuse the viewer, to challenge the viewer's 

capacity to cope with the image. 

It is one preoccupation of modernism to explore established 

conventions of picture making and to question them. Particular 

conventions have ascendancy for a short period and are then 

replaced in the name of progress. 

Jack had a figurative pencil drawing made by a student (Illus. 

293/FA). In saying why he liked it he said - 

"At the time it was done, which was 1971, the figuration 
thing was right out the window, and he was walking in the 
face of that. I like it because at the time - of course it's 
to do with recognising the period - he was pushing the 
boundaries of what was acceptable. " 

Here, the boundaries that are being pushed are not so much 

related to perceptions of the world; they are the boundaries of 

what is acceptable as valid picture making in the fine art world 

at a given time. As Jack says, you have to be able to recognise 

the fine art world context. 

Experimentation was an important part of what pictures could 

be. Making pictures could be about discovery. 

The following extract is from a conversation with Michael, 

the sculptor who teaches part-time in local art colleges. 

C. P.: And what's this one? (Illus. 56/FA) 

Michael: That's a... It's an accident. Pressed flowers, three 
poppies and a bit of fern that we pressed some time ago and by 
coincidence there was a fly as well. That's why it's 

remained on the wall really. 

C. P.: Because of the fly? 

Michael: Yes, as far as I'm concerned. I quite like the 
arrangement as well. The intention wasn't to make a picture. 

C. P.: It wasn't? 

Michael: No, it was just to press the flowers. 
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C. P.: In that frame? 

Michael: No. We were pressing the flowers first and then when we 
found the fly was there we decided to make a picture. 

C. P.: So now the reason that you like it is because of this fly 
being in there, is it? 

Michael: Yeah, and that thing about, you know, an odd sort of 
reality. It's very much historical, especially for the fly. 
(Laughter) That thing about a moment - very real. 

Michael's enthusiasm for this picture combines a pleasure in 

discovery itself with a knowledge of art world traditions and 

practices which make certain events significant as 

'discoveries'. His perception of this image seems to draw on the 

'vanitas' tradition in painting, on the celebration of the 

'accident' in the making of art epitomised by Pollock and Cage, 

on the ambience of conceptual art. It is most of all a part of 

the concern with pictures as embodying ideas as distinct from 

'simply' depicting the world. 

Pictures of Things 

Relatively small in number, but present in most of the 

households in the Fine Art Sample, were pictures that were 

identified by their owners by what they depicted. 

An extreme example of this was the case of Stephen, who said 

the most important to him of the pictures on his walls was a 

sepia photograph of the pub he had once lived in, due to its 

associations. Janet felt the same about the topographical prints 

of places she had worked, although in her case the nature of the 

pictures themselves also played a part. 

"A few topographical things. That's the City Art Gallery in 

Manchester, " she said when introducing some period prints. Janet 
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had worked there so the place had a particular significance. She 

introduced an oil painting by saying, "This is actually a 

portrait of my husband as a young man. At the time he happened 

to be a friend of the painter - Cedric Morris. " 

Although Janet is concerned with what is depicted, the first 

reference is to the nature of the picture (a portrait) rather 

than a direct reference to her husband. She also names the 

artist. It was the case, more generally, that pictures said to 

be liked for what they depicted were rarely liked exclusively 

for that reason. 

"Apart from being a good piece of lithography, it is well 

drawn. The other reason - the family reason - is that Staithes 

was a place where we frequently went on holiday, " said James of 

a landscape by another artist. 

When what was depicted was given as a reason for liking a 

picture, it was nearly always because whatever was depicted had 

a personal relationship to the owner. The depiction was of 

something, or someone specific rather than a species of things 

liked. Thus 'I like boats', or 'I like horses', or even, 'I like 

landscape' were not reasons often given for liking a picture of 

one such thing. 

Exceptions were in Stephen's home where he said he liked two 

photographs of mountainous landscape because he liked 'wild 

places' and a low relief of a dog because his wife 'likes dogs'. 

The latter was also liked as 'kitsch' (Illus. 57/FA). 

The pictures said to be liked for what was depicted were 

nearly all of places, with the exceptions of the dog already 

mentioned and a few pictures of people. 
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The places were all British locations and most of the 

pictures were not topographical in nature. They were landscapes 

made by the artists who owned them, their spouses or friends. 

They had been made in places where people had lived, worked, 

been students or had holidays. Holidays were times when there 

was more opportunity to make pictures and new and interesting 

landscapes to explore. The pictures tended to be a part of 

existing work and ways of seeing. There was no visual 

distinction to be made between these pictures and others said to 

be liked for other reasons. The significance of the places in 

which they were made was an additional significance for their 

owners rather than a defining one. 

The pictures introduced by reference to people depicted in 

them consisted of the portrait of Janet's husband already 

mentioned and three family photographs. 

Ken identified a photograph with the words, "That's a 

photograph of my father when he was one-and-a-bit I think. " 

Andrea, his wife, was more direct in saying of another 

photograph, "That's my family. " 

This was a rare occasion in the Fine Art Sample when the 

existence of the object as a picture was not acknowledged in the 

statement. The identification is directly with what is depicted. 

It is probably significant that it was a photograph that was 

being discussed. Photographs were capable of being either a 

simple record or a visual artifact - or both. In this case the 

photograph's identity as a record was dominant. 
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Pictures: Associations, Fun, Folk Art, Art With a Small 'A' 

It was not uncommon for a part of the reason for liking a 

picture to be its associations. It has already been seen that 

the way in which objects were acquired was often an important 

aspect of their identities for their owners. A number of reasons 

for liking pictures already discussed in this chapter were, in a 

sense, based on associations. The reminders of particular 

artists, their attitudes as well as their work, were of this 

kind. A few postcard reproductions of artist's work were on the 

wall as reminders of exhibitions visited. Associations were 

often very close to the making of a picture. 

Ron remembered a morning painting with Winifred Nicholson 

when saying why he liked an oil painting by her (Illus. 294/FA). 

"You see, we took her with us to the Isle of ............ in - 

when would it be - '80, and she'd been there previously years 

ago, in the 50s, and that's a bunch of flowers that I picked, 

and it's the view from the cottage we stayed in. In fact, that's 

one I didn't buy. I did a sort of an exchange. " 

"Why do you like that? " 

"Why do I like that? Well, for me it has all the - sort of - 

I suppose really I remember the morning that she got up and we 

were quite high up and the light used to reflect from the sea. 

And she got up this morning for breakfast and said, what a 

marvellous sort of silvery sea. And I was going off to do some 

drawing. We'd picked the flowers the night before. When we came 

back that painting was stuck up on the old cupboard in the 

corner of the living room. " 

We have already noted Alan's remark about a painting by 
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Winifred Nicholson. "It's not just a painting. It's about 

reminding you of somebody who had a certain set of 'ideals'. " 

Pictures were often received as gifts from artists - 

exchanges between artists were also common. For Jack, the most 

important objects on his wall to him were those he had acquired 

from his friends. He valued them as pictures but a large part of 

their importance to him was their associations with fellow 

artists. 

Pictures were occasionally identified by their significance 

as gifts. 

C. P.: Can I ask what that is? (referring to a colour photograph) 

Peter: That's a present from Tom Bromly (the artist). 

Fiona: A photograph. 

The identity of the object as a gift was very closely related 

to its identity as a photograph -a kind of image. But its 

existence as a gift was nonetheless important. 

Mementos and objects valued principally for their 

associations were often not given high status as art but they 

are worth discussing further in that attitudes towards these 

'non-art' objects throw light on attitudes towards those objects 

considered to be art. The following is an extract from the 

interview with Fiona and Peter. We were in their kitchen and 

talking about an advert for Vanille Bourbon (Illus. 295/FA). 

Peter: Well, that was in that health food shop in the Haymarket 
and it had a lot of vanilla pods on it and I more or less begged 
it from them and they cut off the vanilla pods because I liked 
the bit of primitive art that was there. 

C. P.: When you saw it in this place, did you know what you were 
going to do with it? 
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Peter: Oh sure. I mean, it's just 
sort of folk art that one quite e 
think of Douanier Rousseau and, I 
prints - I've forgotten the title 
equivalent of British penny plain 
bit of folk art. 

like collecting any bits of 
njoys. I mean when I see that I 

don't know, those French 
of them now but they're the 
and tuppence colours. A nice 

The identification of the picture as 'primitive art' or 'folk 

art' does a number of things. It confirms a preoccupation with 

the nature of the image - the visual conventions employed, the 

treatment of the image. It is a category that is based in a 

concern with how pictures are made and an extensive knowledge of 

them. It also gives the picture the status of art - but in a 

qualified way. It is not to be confused with 'art' itself. The 

use of the terms 'folk' or 'primitive' signal an awareness of 

the apparent naivety of the picture as well as distancing the 

owner from that naivety. 

The image hung in a kitchen with, among other things, a 

'RICARD' enamel advertisement from France and a 1950s plastic 

thermometer from the USA. In discussing these, Peter and Fiona 

had referred to them as mementos of holidays and places - but 

mementos with a visual dimension. 

"Is that a condition of your putting the mementos on the wall 

- that they have to have a visual dimension? " I asked. 

"The distinction that I would draw, " said Peter, "is that 

they always have to have a visual dimension. They've got to be 

interesting to look at - but on the one hand, they're not, like, 

authentic art. They're fun - they have - especially in the 

kitchen - they have lots of friendly associations and that's 

fine, you know, it's one of those dimensions of art with a small 

'a' that one enjoys. It's as simple as that. " 
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The designation of 'folk art' puts the image outside the 

reach of serious criticism. From Peter's words it is apparent 

that 'friendly associations' are not normally acceptable in 

'authentic art' but are excusable in art with a small 'a'. 

'Authentic art' should not be valued for its associations - for 

characteristics extrinsic to the work. But so long as it is 

clear what kind of 'art' we are looking at, there is no problem. 

We know what kind of critical attention to bring to it. Hanging 

the object in the kitchen is a part of signalling how it should 

be viewed. 

"Why do you think that's particularly appropriate to the 

kitchen? " I asked. 

"Because my idea of the kitchen is a kind of fun place where 

we have dinner parties and we're not necessarily being terribly 

earnest, and so forth, and meditating on high art or what have 

you. I mean it's just light-weight nice things. " 

In a community which puts a high price on critical rigour in 

relation to pictures, the kitchen is a 'safe' area where it is 

possible to operate in a less cautious way. Here you can let 

your hair down. You're off-duty. Since members of the group 

recognise this convention they view the pictures on the wall 

accordingly, and suspend critical judgement - or at least adjust 

it. 

Peter's account of how the picture was acquired implies that 

he spotted the qualities in the object himself. He endowed it 

with a specialness by seeing worth in it and taking it out of a 

mundane context and isolating it as art - albeit folk art. 

He had the knowledge, the confidence and the authority 
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personally to declare this object to be 'art'. He was able to 

situate the image in relation to other images - to pictures by 

Rousseau and others - and to construe it in a certain way. His 

action drew upon a particular combination of knowledge and 

authority in the terrain of pictures. Although he acted unself- 

consciously and without pretence, he was demonstrating a 

cultural effectiveness -a power. 

Pictures: Contributions to the Decor 

There was no doubt that pictures were considered very 

important on the walls of all the homes in the Fine Art Sample, 

not only as things in themselves but as part of the ambience of 

the home. James was particularly clear about this. 

"I don't think I could envisage living without something on 
the walls - preferably, and ideally, I'd love to have more 
work that I could purchase from artists that I admire. It's 
part of this wanting to live as full a life as possible. I 
think if you want to live a full life then part of that life 
has got to be looking at pictures and drawings and prints. 
For me a house is dead and empty if it hasn't got anything of 
that sort in it. I've been in places and I can't wait to get 
out. Even architecture, furniture and fittings - their 
presence wouldn't in themselves create a home feeling or a 
home atmosphere. There'd be no pleasure. There'd be nothing 
to come home to in a way if the house was suddenly to have 
all its pictures taken out of it. " 

But at the same time the idea that pictures might be thought 

of as part of the decor was a subject about which there was some 

ambivalence. It was often treated as a joke. Jack laughed 

loudly, (sharing a joke that he knew I would get) in saying that 

one of his paintings went with the brown wall and, when talking 

about a particular picture in his kitchen, James volunteered, "I 

thought it would be a nice splash of colour for the kitchen, " 

and immediately burst into laughter as though this was not a 
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legitimate thing to say. He corrected the situation quickly by 

adding, "I didn't buy it specifically for the kitchen, you 

understand. First I liked the work. I liked the daring of the 

colour and the nice way the paint was applied... " 

When he had finished saying how he liked it as a painting in 

itself, I asked why it had ended up in the kitchen. Again, he 

referred to the contribution it made to the room. 

"I think it was the colour. It gave the added touch of warmth 
with the walls all being white - that is a painting about 
winter but three-quarters of it is covered in this lovely 
furnace-like coloured sky. " 

Andrea talked about the decisions involved in putting things 

on walls. For her it was a matter of being aware of the totality 

of a room. 

"It isn't always whether you like it, as such, but whether it 
looks right and helps other things to look happy and as you 
want them, you know. Certain things you would like but you 
couldn't possibly put there. I think we tend to like a varied 
mixture of things in a room. We don't have a sort of a modern 
room or a room with antiques. If you have a feeling for 
something and you want to put it into a room, you try, and 
you might think, Christ, there's nowhere it'll go! It'11 just 
have to go, and so you try somewhere else. It isn't always a 
matter of why you like the painting. You've got to look 
around you as well. A room is a whole thing. It isn't just a 
painting and a plant and a... " 

When David talked to me about his old photographs, he 

explained that the room they were in was the oldest in the house 

and that this had influenced his decision to hang old things in 

it. He was not offering this as a reason for liking the pictures 

as such, but it indicated that, whatever else they were doing, 

they were contributing to David's perception of the whole room. 

342. 



Another occasion was more informative. As already stated, 

Peter and Fiona had a RICARD advertisement (Illus. 296/FA) on 

the wall of their kitchen. Peter said of this - 

"When it comes down to it. just about the whole colour scheme 
in this kitchen radiates round that RICARD sign. I know that 
snotty newspapers like The Observer regard that sort of thing 
as unacceptable, but I love that sort of thing you might find 
on a wall, or -I don't know - in some decrepit shop, and I 
particularly like those sharp colours. So, rather than the 
red and the blue and the yellow -I thought, actually, the 
blue in the kitchen would be too harsh - instead of the blue 
you have the green on this woodwork which used to be nasty 
ordinary stain, so we had that painted and the shelves will 
eventually be the green. But it's just the kind of thing that 
everything else radiates about. It is obviously very 
calculated. The whole thing. " 

The discussion suggests a number of things. First, it makes 

clear that in Peter's home objects on the wall were performing a 

role in relation to the decorations. Second, it may be 

significant that this was stated in a discussion of a 'non-art' 

object - an object which Peter had already talked of as 'fun'. 

He would probably not have talked of a 'serious painting' In 

that way - and certainly did not do so in the interview. Third, 

it seems significant that it is the kitchen under discussion -a 

place that he considered not to be such a 'serious' part of the 

house. Fiona said that they kept their sitting room simple and 

uncluttered. It was there that the serious 'art' was hung. 

The appearance of the houses suggested that pictures were 

partly contributing to the appearance of the rooms. The fact 

that many pictures were poorly lit, and often partially obscured 

by plants and other things, supported the idea that they were 

not exclusively there to be attended to individually. 

The situation is probably best summed up by the ambivalence 

in James' remarks about the picture in his kitchen. There was 
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no objection to 'serious' pictures being used as part of the 

decor so long as this did not influence either their making, or 

the way they were viewed and purchased. Like 'associations' the 

possible use of pictures in the decor of houses was seen as an 

irrelevance to the essential purpose of works of art - to 

embody, without compromise, the ideas and expressive purposes of 

individual artists. 

Functional and Pseudo-Functional Objects 

As already noted there were not many functional or pseudo- 

functional objects in the homes of the Fine Art Sample, and 

those that were present were distinct from pictures. 

Useful Objects 

Most of the functional objects were valued for the function 

they were designed to perform. Mirrors, clocks, calendars and 

one set of bellows were examples of these. 

Objects With Associations 

As we have seen, some objects were valued for family 

associations, includin 

antique clock with the 

face. He said he liked 

Northampton. 

Objects as Artifacts 

Usually the objects 

g remembrances of holidays. David had an 

words 'Knight & Son, Northampton' on the 

it largely because he grew up in 

were liked for a combination of reasons, 

prominent among which were their characteristics as artifacts - 

and their visual characteristics in particular. People in the 

Fine Art Sample usually knew something of how things had been 

made, where and when, and expressed an interest in such things. 

344. 



Ken and Andrea, for example, had a brass table top on the 

wall in the hall. 

"I'm not certain ... this is obviously Middle Eastern, " he 

explained. "I think that's Arabic but I couldn't be certain. It 

was quite a cheap one but there's still traces of inlay of 

silver on here. You can see that it's studded. The surface has 

been knocked up and then the silver has been laid on. It's very 

likely that that's a prayer but I really don't know. " 

Asked specifically why he liked it, Ken answered - 

"Well, despite the fact that it's not a very high quality 
thing - it's just brass and this silver inlay - but it's a 
fascinating pattern. Superb craftsmanship here. Just imagine 
doing that! The lettering is beautiful. The passages of 
lettering through here and the way they've filled the spaces 
is superb. Beautiful shapes through here. Most elegant. And 
the geometry is rather interesting. So, I like it for its 
design and its craftsmanship. It also has a practical 
function: that is when it's polished, it helps the light in 
the hall. " 

Decorative Objects: Contributions to the Decor 

Ken finished his enthusiastic discussion of the object with a 

reference to its contribution to the hall. 

I asked Ron why he liked a papier mache clock inlaid with 

mother-of-pearl. "I like the way the mother-of-pearl shines 

through the black lacquer, the birds of paradise and the fruit, " 

he said. "It's just a decorative object you know. " 

While he is enthusiastic, the word 'just' signals the 

relative lack of status that the object has - by comparison 

with, by implication, pictures; 'art'. 

In contrast to Ron and Ken's positive attitude to antique 

functional objects as decorative things, David was distinctly 

embarrassed by an antique bed warmer. 
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"I'm very self-conscious about that. That's there because my 

mother gave it to me and she'd be offended if it's not there 

when she comes round. It functions within the pub aesthetic, I 

suppose! I'm slightly embarrassed about it. It's a bit of a 

cliche. " 

David's attitude (a rare example of the influence of 

'obligation' in the Fine Art Sample) reflects a distaste for 

objects that are 'merely' decorative - being neither pictures 

(with all that that implies in terms of intentions) nor 

utilitarian. His reference to the 'pub aesthetic' again 

demonstrates the capacity to situate his possessions in relation 

to a wider terrain. 

David's pejorative reference to the object as a cliche is 

interesting. In this sense a cliche is an object which 'stands 

for' an existing collective idea. Cliches stand for ideas that 

are not new. Cliches also speak in languages that are not new. 

Cliches are the opposite of poetry - of personal ideas conveyed 

through individually devised vocabularies. 

In his denigration of the object, David declares many of the 

things that he does value. 
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rHAPTUP A 

The Middle Class Areas 

Art: Traditionalism 

People in the middle-class Areas usually thought of the 

objects on their walls as part of the public world of art. This 

was not only apparent when they were asked directly. It was 

confirmed in the ways they talked about them in a variety of 

situations. 

They tended to have a vocabulary to talk about both their 

own pictures and the general subject of art. Although it was not 

identical to the terminology of the fine art world, it used 

related categories - for example, concerns with what artists had 

made particular pictures and in what media. Art was mainly 

thought of as a special category of original objects - 

particularly pictures. The most important qualities in pictures 

were those of re presen inghe world accurately. At the same 

time, art was associated with artistic_, expressjon and evidence 

of the artist's intervention was expected in the depiction of 

reality. 

Although art was talked of as an existing body of objects, 

whether or not a picture was a part of that body was thought to 

be largely a matter of judgement. People in Areas 3 and 4 

(particularly those in Area 4) felt able to make such 

judgements. 

A few people thought that everything that was the product of 

a creative act was art. 

Contemporary fine art was not only absent but there was 

unsolicited hostility towards it. At the same time, people were 
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often inclined to view their distaste for 'modern art' as a 

symptom of their own ignorance. 

People in the middle-class Areas were aware that defining art 

was a difficult business. When asked directly whether they would 

describe any of the objects on their walls as art they were 

sometimes cautious. The following is an extract from an 

interview with a doctor in Area 4: 

C. P.: Would you describe any of the objects that you have shown 
me as art? 

Dr. H: (Loud, short laugh). Yes. Define art. 

C. P.: I didn't say that, no - but if you'd like to say why you 
think they're art - yes. 

Dr. H: What is art? What do you mean by art? 

C. P.: Well, it's fair that you should ask me that. But would you 
try first and then I'll have a go... 

Dr. H: (Laughter) Well, you see, you asked me the question. You 
used the word. I'd like to know what you mean by it to make sure 
that we're talking about the same thing. 

C. P.: Because of the nature of the Survey, I really want to get 
at what you think is meant by art - rather than what I think. 

Dr. H: (Laughter) Well, that isn't what you asked me, you see. 
You asked me if I thought that the objects were art. 

The doctor did, in fact, go on to say that he thought that 

all the objects on his walls were art. The extract not only 

illustrates an awareness of the complexities associated with 

defining art, but a confidence in the interview situation which 

was characteristic of Area 4 in particular. 

Art as an Existing Body of Objects 

Pictures, and paintings in particular, were usually in the 

forefront of people's minds when they thought about art. It was, 

perhaps, when they were not thinking about it too directly that 
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people most convincingly showed that they thought of their 

pictures as art. 

Another doctor, for example, when asked what objects were 

most important to him, said, "The pictures in the sitting room. 

They are the best examples of art that we have. " 

The doctor shows not only that he thinks of his pictures as 

art but that it is as art they are important to him. The 

pictures in the doctor's sitting room were nearly all 19th 

century oil paintings and watercolours. His use of the term 

'examples' has connotations of 'specimens' from an existing 

category. In saying that they are 'the best examples of art' 

that he has, he implies an existing body of pictures which 

constitute art; a body which has variations of quality within 

it. His pictures are examples from that body. 

Mr and Mrs K, who were in their fifties and lived in Area 4, 

also thought of art as a body of existing objects - including 

paintings. They had no hesitations about thinking of their own 

paintings as part of that body. 

C. P.: Would you describe any of the objects you've shown me as 
art? 

Mrs K: Yes. 

Mr K: Yes... of course. 

C. P.: Can I ask why? 

Mr K: Well, I don't know what the definition of art is but if 
you take art as consisting of a number of areas, and if painting is one of them, most of them are paintings of a particular level 
of quality, be whatever it may. 

C. P.: (To Mrs K) Do you agree with that? 

Mrs K: I'll go along with that. Yes. (Laughter) 
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Mr K: No, I think it's most definitely art. If painting is art 
then yes, sure. 

Art is in the Eye of the Beholder 

Mr K's view was simply that if the category 'art' includes 

paintings and he owned some paintings, then he must own some 

art. Of course, the logic does not work automatically unless all 

paintings are in the category 'art' regardless of differences 

between them, in perceived quality for example. I did not 

explore this point with him but it is likely that Mr K would 

have modified his position if I had. Quality was an important 

characteristic of 'art' for people in Areas 3 and 4 where it was 

often indicated that whether or not a picture was art involved 

matters of judgement and opinion. This included questions of. 

the extent to which a picture was art. Particularly in Area 4, 

people felt able to make such judgements. They themselves could 

decide what objects were or were not art and to assess their 

standing within the category 'art'. 

In Area 4, Sonja, who was in her thirties, said, "The things 

that I like I think is art. " 

She explained that she thought of a thing as art if, "I have 

some feeling for it, or if I like to look at it - if I get 

anything out of it - pleasure of looking. " 

The notion of art as a matter of individual judgement has an 

interesting relationship to the idea of art as an existing body 

of objects. The two ideas were not discrete and it is unlikely 

that any possible contradiction between them had been 

considered. For the two notions to be held together, the 

implication was that, though art was an existing body of 
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objects, they had not all been catalogued. Thus, it was often a 

matter of judgement as to whether or not a particular picture 

qualified for inclusion. At the same time, when people spoke 

their judgements, they were implicitly supported by the 

inference that, in the last analysis, their view was not a 

judgement in that they were actually simply pointing to an 

object that was one of those in the body of objects known as 

art. 

As yet another doctor put it - 

"It's all in the eye of the beholder isn't it? To a large 
extent it is - and I certainly think that each of the two 
things I've mentioned are very fine examples of one 
particular expression of visual art. " 

On the one hand, to own examples of art was to show that the 

owner had the discrimination to recognise such examples; on the 

other hand, the taste of a person was validated by the power to 

decide that objects were such examples. 

The competence was two-fold. The competence to recognise art 

and the competence to define art. 

Art: The Skilful Representation of Reality 

In identifying pictures as art, Anthony, the architect in 

Area 4, mentioned characteristics which enhanced their realism. 

When I asked him if he would describe any of the things on his 

walls as art, he was obviously startled, if not mildly offended. 

"Any? " he asked incredulously. "I would certainly describe 

the majority as art. " 

"Would you make any exceptions? " I asked. 

"I think art in many respects relies very much on composition 

and perspective. These watercolours (eg Illus. 108/4,113/4 and 
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297/4) I'd classify as being more works of art from that point 

of view than the portrait of my grandfather (Illus. 298/4). It's 

art in a way in the sense that it's superbly painted and 

accurate in detail. " 

In identifying one of his pictures as art, Kevin, a man with 

a PhD in Area 3, was motivated by his admiration for the skill 

of the artist. 

"I don't know how the guy did it, " he said, "I mean, he must 

have sat down there and decided which bits he was going to do 

black, which bits were going to be light brown to give it the 

sort of depth it has. I couldn't do that. " He was speaking of a 

screen print (Illus. 193/3). 

'Perspective', 'accurate detail' and 'depth' are all 

characteristics of pictures that contribute to their capacity to 

represent 'reality' convincingly. 

Just as the presence of such skills in a picture might 

qualify it as art, so their absence could disqualify it. Mrs V 

in Area 3 ruled out two of her pictures, saying, "Well, the 

black and white ones up the stairs are very um... You think any 

child could do that, couldn't they - in a way, because it's all 

straight lines and like a child... " (Illus. 310/3 and 311/3). 

Art as an Artist's Interpretation of Reality: 'Arty Art' 

Art as the depiction of 'reality' was not a straightforward 

matter. People felt that reality could be depicted by artists in 

different ways. As Anthony had said, some depictions were more 

art than others. For Mr and Mrs N 'real' art was epitomised by a 

certain grandeur of scale and intention. 

Mr and Mrs N had identified some oil paintings as art and I 
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asked if they would include two limited edition prints 

(reproductions) of watercolours of water fowl (Illus. 122/4 and 

Illus. 123/4). 

Mrs N: Oh yes. I would say so. But... not such arty art. Not arty 
art. I'd say that was more arty art. (The reference was to a 
seascape in oils (Illus. 138/4)). 

Mr N: ... more draughtsmanship than art. (A reference to the 
reproductions of watercolours. ) 

Mrs N: Yes. You tend to think of that as straight art (the 
seascape). Pure art almost... which is silly, I mean the other 
one is just as artistic but it's more controlled. You feel it's 
a controlled style and therefore less arty. 

C. P.: You mean the ones of the ducks? 

Mrs N: But I like the pictures just as much. 

C. P.: And the portrait... of your father? (Illus. 143/4) 

Mrs N: Oh yes. Yes, I would certainly say it is. Yes, I like the 
portrait anyway and, as portraits go, I think that's a very good 
one. 

Mr N: I would agree with that entirely really. Helen Bradley as 
well I'd say was art as well. (They had a reproduction of a 
painting by Helen Bradley. ) 

Mrs N: I wouldn't. No. I wouldn't. 

Mr N: I'm just saying art... I'd say it was decorative art. Helen 
Bradley is totally decorative to me. 

Mrs N: Yes, but it's a decorative thing rather than... 

Mr N: There is such a thing as decorative art, you know. The 
same as scenic art. My father originally was a scenic 
artist... stage... And I'd say that Helen Bradley... 

Mrs N: It's artistic to me, but it's less than art. I think of 
art as something where somebody gets stuck in with the problems 
and the colours.. . and what-not... 

Mr N: I think she does that. 

Mrs N: Well, they do but it's a different thing. To me. 

Mr N: Yes, I'd see it as a wider spectrum... slightly wider ... but 
I'd say it was decorative rather than pure art. Because that, to 
me, is absolutely a pure art (the seascape). In a classic sense. 
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Mrs N: Yes. Battling with oils and colours and.. . feeling, mood 
and everything else. You feel it's more pure art. 

Mr N: Yes. It's strange how many people think of oils being more 
of an art than watercolours. I don't, but other people do. 

Mrs N: No, I think of watercolours as being very arty if they 
use a very free style. 

Mr and Mrs N use the terms 'arty art', 'straight art', 'pure 

art' and 'classic' to distinguish 'real' art from the pictures 

of wild fowl (ornithological pictures? ) which were more 

'controlled', more associated with 'draughtsmanship' - 

'artistic' but not so 'arty'. The full status of art seems to be 

associated with 'feeling' and 'mood'; with oil painting, in 

particular, and a gestural grand manner with connotations of the 

romantic notion of the artist as a free spirit pouring feeling 

onto canvas on a symphonic scale. It is the idea of art as the 

product of 'self-expression', an idea which puts the author - 

the artist as creative individual - centre stage. 

It is noticeable that Mr and Mrs N are able to draw on a 

range of ideas - categories within a broad notion of art - to 

aid their discussion. 'Decorative art' is distinguished from 

'pure art' and distinctions are made between the characteristics 

of watercolour and oil paint. While it is not a specialist 

terminology and may not be accurately used in a technical or 

scholarly sense, it is nevertheless a developed vocabulary for 

discussing pictures. It is a vocabulary indicative of a concern 

with pictures and art extending beyond the interview situation. 

This was characteristic of the middle-class Areas where 

people had learned a little about the world of art through 

reading, watching television and visits to exhibitions. While 
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they were not regularly gallery-goers, most said they visited 

major galleries when on holidays abroad and sometimes on visits 

to London. Holidays were significant in generating various kinds 

of contact with 'art', including purchases of pictures. 

It is interesting that Mr and Mrs N thought of real art as 

necessarily containing an overt element of deviation from 

controlled objectivity. The balance between a demand for 

pictures which are thought to depict the 'real world' on the one 

hand, and which deviate from it to an acceptable extent on the 

other, is perhaps the most significant aspect of the attitude to 

art and to pictures in Areas 3 and 4. 

When I asked Mr F (an accountant) if he thought of any of the 

things that he had shown me as art, he first identified a 

reproduction of a David Hockney that was on loan from the local 

art gallery. Then, seeming to think that I was looking for 

something in particular, he went on to say - 

"I think it's rather like something I was reading just 
today... I think it was Frost who said, 'Poetry's what gets 
lost in the translation'. I think that's really what you 
mean, isn't it? In a visual sense. There's a subject and you 
can approach that subject in various ways but the art - what 
you're after - lies in the thing that would be lost if you 
simply took a photograph of the scene and didn't interpret in 
the way that the artist does. Is that what you mean? " 

These remarks were actually unsolicited, although I must 

somehow have given Mr F the impression that I was looking for a 

particular kind of answer. 

Soon after, the following exchange took place: 

Mr F: The artist is finding some painter's way of representing 
something which is not purely photographic. He's finding some 
different way of stressing and perhaps reducing in strokes and 
so on, something like that. That would justify the term of art. 
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C. P.: And which of these things that you've shown me do you 
think do that? 

Mr F: Well, I think the Heaton Cooper 'Wastwater' (Illus. 184/3) 
does by comparison, say, with the small etching (Illus. 192a/3). 
I think the Heaton Cooper has more art in it. Which is just a 
way of representing a scene through strokes instead of anything 
else. But I think the Heaton Cooper does produce more than just 
a representation. 

Mrs F: It has an atmosphere. 

Mr F: Yes... I think it is what I was saying before. The way that 
the watercolour is used gives an impression of movement as well 
- rather like the Impressionists using light. I think, again, 
that is art as distinct from pure photography. Or if you've got 
something like the pointillism... that I'd say is art - although 
that's very much like screening of photographs isn't it. That 
comes out in dots when all's said and done. 

Although the discussion is muddled, Mr F seems to be voicing 

a notion of art - and painting in particular - as a way of 

representing reality (a subject) in modified ways - ways 

appropriate to the characteristics of particular media. Reality 

(the subject) is not in question - it can be accurately recorded 

by the camera - but is treated in different ways by different 

artists. It is this treatment - this deviation from a notion of 

photographic reality which constitutes the art. But the 

deviation must not be too great, as can be seen from the 

reactions to 'modern art', discussed later. 

It is worth noting here that Mr F's Heaton Cooper 

reproductions are what Jack, in the Fine Art Sample, kept out of 

sight in a drawer because they offered no 'challenge'. 

Art as Originals 

Sometimes the question of whether or not a picture was an 

original was a significant issue in deciding whether or not it 

was art. This was partly an extension of the concern with art as 

the unique expression of an individual artist. It was a factor 
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that tended to distinguish Area 3 from 4. In Area 4, where most 

pictures were originals, it was not usually mentioned in 

discussions of whether or not they were art - although it was 

mentioned as important in other contexts. 

It tended to be in Area 3, where there were more 

reproductions, that the question of a picture being original or 

not figured in discussions about art. It was believed that the 

'art' existed in the original. 

When I asked Mrs D if she would describe any of the objects 

on her walls as art, she said, "Well, I think that that 

painting, probably, as an original (Illus. 178/3) and it's nice 

to have ah... and the Constables, obviously in the originals. And 

the Carmichael. I like all of these things. " 

Usually it was taken as understood that, when reproductions 

of paintings by old masters were referred to as art, it was the 

original that was being acknowledged. 

Art as the Product of All Creative Acts: Anything Hand-Made 

Some people thought that everything person-made was art and 

made no distinction between pictures and other household objects 

- furniture and carpets, etc. 

Kate in Area 3 said, "Mine isn't a very educated opinion but 

I think of art more as objects as well as pictures and I don't 

see why things like bowls and the bread board can't be art as 

well, in that you've put them there to please you - they please 

you visually. " 

So you're saying that, for you, art is objects that are 

pleasing. " 
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Kate: Yes. Pleasing visually... because of colour and texture. I 
mean, people make blocks of bricks now, don't they, and they 
call that art, so I really don't see why I can't call my kitchen 
objects art. (Laughter) 

C. P.: (To Donald) You said the Monet, the two prints and the 
bread board. What kind of criteria are you using to identify 
those things? (as art) 

Donald: Well I think I was thinking of things that were flat - 
that were paintings. When you asked the question, I categorised 
art immediately as things that were flat and then I thought of 
three-dimensional things and I thought we haven't got any. But 
if we did have any, then obviously I'd say yes if it was 
artistic, depending, I think, on how it was made - is it really 
creative. 

If someone's created something then it's there in the 
creation isn't it? If it's unique ... ah... if it's their own 
creation, I think it's got value. 

In Area 4, Norman made a distinction between hand-made and 

mass-produced objects in designating them as art. 

"I think everything is art. " said Norman, a company director. 

"Anything that anyone has created is art to a certain 

extent - even someone making furniture, in my opinion, is art in 

some form. Not mass-produced furniture - but, I mean, like the 

old desk over there. Someone's spent a lot of time and care over 

doing it. In my opinion that is art. " 

Within this broad definition of art as anything that is the 

product of creative activity and craft skills, distinctions were 

sometimes made between artists and craftsmen (the term 

craftsperson was not used) - the former only being concerned 

with self-expression, the latter being an applied artist. 

Another similar distinction was that artists, who might make 

utilitarian things, designed them and did not simply make them 

to an existing pattern. 
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The Rejection of 'Modern Art' 

Throughout Areas 3 and 4 there was a lack of sympathy for, 

and sometimes a hostility towards, contemporary fine art. It was 

a hostility rooted in the expectation that art should depict 

'reality' with a tolerable degree of accuracy. 

Mr M. a company director in Area 4, demonstrated a familiar 

attitude when he voluntarily introduced the subject of a 

sculpture that had been erected in Newcastle. 

Mr M: The thing that I used to 'think was the most grandiose 
waste of money that I think I've ever seen in all my life was 
that darned thing that was commissioned for Dan Smith or 
something - years ago at the beginning of the 1960s, and was 
stuck on a site half-way along Scotswood Road... and was used I 
think rather like Napoleon used the Sphinx for artillery 
practice by all the little kiddies in Scotswood Road. In actual 
fact it was an excellent use for the damn thing. (Laughter) I 
don't know where it is; I think it's probably disappeared into 
the yard of the Council's Public Works Department. 

C. P.: What was it -a sculpture? 

Mr M: It was a sculpture. I think it was a steelworks or 
something like that. It was supposed to be the rebirth of 
Newcastle - my God! 

C. P.: So you're not very sympathetic to abstract and 
contemporary art? 

Mr M: No. I'm not... well, contemporary - but I couldn't begin to 
understand, for instance, Picasso. That's just something beyond 
my ken altogether. 

It is interesting that for many people Picasso is still the 

target in bursts of outrage of this kind. It is, perhaps, 

indicative of the increasing lack of interest in the 

contemporary art world. Earlier anger simmers on, but the 

alienation is so complete that attention has been withdrawn. 

What is clear is that Mr M is still moved on the subject. It is 

important to him. 

The same Mrs N, who talked about 'arty art', had recently 
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visited the Royal Academy and been outraged by a particular 

work. She could hardly contain herself - 
"I mean, I can certainly enjoy looking at a lot of modern or 
simple art, when you know what they're aiming at. But it's 
really irritating to see a couple of bamboo poles floating 
across this enormous thing with a couple of tatty bits of 
plastic just dropping off it. Now, nobody will convince me 
that that... This is one of my hobby-horses 

... I'll accept that 
anything is art - broken milk bottles, two jam jars... it's 
art... it's beautiful. As I say, you can spend a week or a 
month looking at it and you could get a lot out of it. You 
could study it. Yes. But I wouldn't expect anyone to spend 
two thousand pounds for two jam jars that I put together. " 

Sometimes the lack of sympathy for 'modern art' was 

accompanied, at least in the context of these interviews, by a 

belief that this must be the product of a lack of understanding. 

There was a preparedness to believe that contemporary fine 

artists have knowledge and skills that are not understood 

adequately by non-initiates. To that extent the ultimate 

authority of the fine art world was not in question. 

In Area 4, Mrs K, who was in her fifties, was an example of 

this when she said: 

"I think we are very... us... I mean we don't... we haven't yet 
developed to the stage of -I dislike the word 'like', but 
being able to appreciate very modern art. I personally like 
Magritte, and we both like Chagall very much and Max Ernst, 
but we haven't yet reached the stage of particularly wanting 
- well, I mean, on the whole we prefer not to have 
reproductions and I don't think we've yet seen anything 
abstract - or I don't know what the term is you use nowadays 
- that we would particularly like hanging in the house. Most 
of our paintings are traditional but that isn't to say that 
we wouldn't ... if we had the time, and we hope now to have 
more time... I mean if you came in ten years' time, I hope 
that you'd find that our tastes had developed and that we 
had, in fact, chosen more abstract paintings. " 

Mrs K is convinced that her lack of appreciation of 'very 

modern art' is a shortcoming in her. With retirement on the 

horizon, she anticipates that she and her husband will have the 
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time to develop a 'taste' for it. 

This separation of modernist art from the art that the people 

in Areas 3 and 4 enjoy is significant and will be discussed 

later. Suffice it to say that, while people in the middle-class 

Areas owned and enjoyed 'art', it was not the art of the 

contemporary fine art world. Paradoxically, this rejection of 

modernism was accompanied in most cases by a continuing 

acknowledgement of the ultimate authority of the fine art 

establishment on matters of art. This was reflected in the way 

in which I was treated as a representative of that world - 

almost always with consideration and respect. 

360. 



AN OIL PAINTING IN AREA 4: SIR AND LADY G 
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AN OIL PAINTING IN AREA 4: SIR AND LADY G 

Sir and Lady G were in their seventies. They lived in Area 4. 

He had attained his knighthood through achievements in industry 

and had retired as chairman of the Board of Directors of a large 

local engineering firm. 

Both of them were active and interested in the topic of the 

research, though their communication with each other - and with 

me - was sometimes sparodic and approximate. 

We stood in the dining room, adorned by a gilt-framed mirror 

(Illus. 92/4) and two girondelles (Illus. 299/4) and discussed 

an original oil painting (Illus. 125/4). 

(111 us. 125/4) 

"Well, " said Sir G. "This one I think you should see from 

over here. " 

He adjusted his position and looked across the long polished 

dining table at the picture. Things look different from 

different positions. To see things correctly you have to be in 

the right position. 

"About here will do. This is not by Van de Velde the 

younger... " 

Lady G said something indistinguishable. 
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"It was once thought it was by some people, " she explained. 

"Yes. Cousin of mine thought it was. But it's by... according 

to Courtauld's Institute... It's on their records and there is a 

replica of it owned by the Earl of Pembroke. But they decided 

that mine was better than the Earl of Pembroke's, so they asked 

if they could have a photograph of it... and it's in the 

Whit ... erm... Museum which has photographs of paintings and I 

have argued... They say it was CT Powell and I thought the 

initials were different from that but I... I mean, I don't see 

terribly well, " Sir G laughed. "Leave it to them. " 

Although this was not by Van de Velde the younger, the need 

to state it stems from the reasonable possibility that it could 

have been. 

Van de Velde and his father are usually billed in the art 

history books as leading figures in the development of marine 

painting in England - the son in particular. Sir G's pictures 

were a part of art history. Scholarly institutions authenticated 

them and wanted them. All this is taken for granted. It's a 

joke. "Leave it to them. " 

"So it's signed CT Powell, is it? " I asked. 

Lady G spoke indistinguishably again. 

"That's what they say. What? " 

"It's just C. There's no T in it, " Lady G explained again. 

"Well it is... Well it doesn't matter... They say CT cos, see, 

apparently this Powell was very careless with his signing. " 

Lady G attempted to say something about the Greenwich Museum. 
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"There's a museum in Gateshead, " went on Sir G regardless, 

"where they had at that time a... " 

"But you wrote to Greenwich about it cos there was some... " 

"Yes, I did. Yes. Also I got in touch with the Naval College 

down at Greenwich cos they have the most wonderful naval 

pictures. I don't know if you've ever been there by chance... " 

"Yes, I have been there, " I said. 

"You have been there. Yes. " 

"Yes. " 

"At least I thought they were. " 

I realised that Sir G was referring to the paintings at 

Greenwich. 

"Yes. Tremendous, " I confirmed. 

Sir G's picture was a part of a whole complex of history and 

scholarship represented by institutions up and down the land. 

The Courtauld, Gateshead, Whitburn Museum, Greenwich. 

"And er... er... I think you were asking why one likes 

pictures. Well, I like that picture for two reasons. It's 

practically a square picture and that sky again... When you look 

at it from here, it is high and those ships are lying on the 

water. " 

"In the water they look, " smiled Lady G. 

"Well in the water, properly, " said Sir G without irritation. 

"So many of these ships - and particularly this is, of course, 

in smooth water. In rough water, I only... I only like a very, 

very few I've come across. " 

"Because the ships don't sit in the water properly? " I asked. 

"Properly. No. " 
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"No, they're sitting on top, " said Lady G. 

Properly, the painting should represent reality. In this one 

the sky is properly high, and the ships lie properly in the 

water. To see the world properly you have to be in the right 

position. 

"But you can see they sort of stand out of the water if one 

comes a little this way, " Sir G moved again. Fine adjustment. 

"See what I mean? " 

Sir G peered at the painting from his new vantage point. 

"So there we are, " he said. 

There was a silence as I took notes. 

"And you inherited that? " 

"No, " said Lady G. 

"Yes, " said Sir G simultaneously. 

"You didn't. You bought it from... " 

"0h, I... Well really it was because... This was an uncle of 

mine and his daughter - he only had one child - she put things 

to auction, and I bought that thing at the auction. " 

"I see, " I said, not seeing. "So, I mean... How do you mean it 

was really inherited? Because you felt... " 

"Well, it was part of the family. I had remembered it as a 

boy and I have always liked it. " 

The picture was not only an image. It was 'part of the 

family'. It held memories. Memories that were inseparable from 

the picture as art, as the proper way of depicting reality. 

"Can I ask how much you paid for it then? " 

"Can't remember. " 
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"Not really, no. " 

"Not very much. I think my cousin was a bit cross! " laughed 

Sir G. 
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CHAPTER 5 

THE MIDDLE CLASS AREAS 

The Objects and Their Uses 

Introduction 

It has already been seen that most of the objects on the 

walls in the middle-class Areas were original pictu ßs_... and that 

these were thought of as art. 

Pictures were clearly distinguished from utilitarian objects 

both in their appearances and in the ways they were talked about 

and used. 

Most people perceived their possessions in relation to a 

wider terrain of similar objects. Functional objects were 

situated within the world of antiques and pictures within the 

world of art. Their meanings were public. 

In Areas 3 and 4, pictures were usually important to people - 

particularly in Area 4. The way in which my interests were 

perceived has to be taken into account but it was the case that 

most people named a picture as the most important object on 

their walls. As will be seen, this was not always first and 

foremost for their characteristics as pictures, but it usually 

was. 

However, it would be wrong to assume that all objects on 

people's walls were of importance to them in all cases. Mr C, a 

retired nurse in Area 3, was unambiguous on the subject when I 

asked him what objects were most important to him. 

"If you want an honest answer, " he replied, "I could live 

without any of them. " 

"So if there was a fire you wouldn't be particularly 

I 
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interested in saving anything that's on the walls? " 

"No. " 

Uncharacteristic though this response was in the middle-class 

Areas, it is quoted to ensure a realistic balance in the account 

that follows. Mr C was one of those in Area 3 who had moved 

'upwards' to that way of life. His father had been a labourer in 

a steelworks and Mr C's attitude to what was on the walls is 

likely to be related to that of the older men in Areas 1 and 2. 

Pictures: Works of Art 

People were not surrounding themselves with isolated images 

but participating in an established collective way of thinking 

about and using pictures which extended beyond their homes. Not 

only did it extend beyond their homes but it was discussed in 

journals and books. It was authenticated as a discipline with a 

history as well as a present. 

"That's my pride and joy, that, " said Mr L in Area 4. 

"Can you tell me what it is? " 

"This is a seascape by William Calcott Knell who was a Dutch 

painter - 1836, I think, to... " Mr L bent down to read the 

details on the gold frame. He read off the date (Illus. 133/4). 

Mr L was eager and ready in providing the essential art 

historical information as commonly deployed in the art world. 

Genre, name of artist, nationality, date. His confidence - as 

well as his 'pride' - can be seen as closely related to the fact 

that this object was authenticated in the world of scholarship. 

The value of his picture was publicly acknowledged. 

Not all people in Areas 3 and 4 had great depth of knowledge 
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of art as a subject but usually they at least knew the names of 

a number of artists and some characteristics of their work, and 

felt more or less at home with their own possessions in relation 

to that knowledge. 

They also had some knowledge of the way in which pictures 

were constructed - the difference between oil paint and 

watercolour, for example. 

Some people did have considerable specialist knowledge within 

their own sphere of interest in pictures. 

Pictures: Monetary Value 

There were some paintings in Area 4 which would probably have 

fetched more th des sins on the market. Some of the 

refusals to take part in the Survey were probably the result of 

people's caution about giving detailed information to a stranger 

about the valuables on their walls. It seems likely that one 

reason for having such objects was for their investment value. 

But only rarely was a picture referred to as an investment. 

Obviously, this itself could be interpreted as an extension of 

the caution already mentioned. It was also, probably, a part of 

a certain 'decorum' associated with money matters generally. But 

it can also be interpreted as a manifestation of the important 

separation between art and commerce. While art objects are 

bought and sold and can be investments, this is not forefronted. 

The focus of attention - the important thing - is the 'art' 

itself. 'Art' is thus not vulgarised by such matters. Attention 

to the 'sordid' financial value of pictures would obstruct the 

celebration of them as significant statements, embodying 

important and thoughtful visions of the world. 
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Anthony, the architect, provided one occasion when investment 

value was mentioned. "I think it's a very pleasing little 

watercolour, " he said, "and I knew Callow was bound to increase 

in value. " (Illus. 109/4). It was Anthony who, in his criticism 

of the absence of pictures on a local surgeon's walls, had 

suggested that when he had started to buy some, it was probably 

as 'investments'. There was a pejorative note in that. Taste is 

more important than commerce. 

Susan and Kevin had a limited edition screen print of Durham. 

I asked if the artist's name had been important in his decision 

to buy it. Kevin took a slightly different tack. "It was a 

limited edition print - put it that way, " he said. "So we 

thought, well we're not wasting our money in the sense that it 

will, perhaps, increase in value over the years. " 

There were a few cases where people said that they had 

valuable paintings - not the same thing as saying they were 

investments. 

"That's quite a valuable painting actually, " said Mr K of a 

painting that he had inherited. It was not a calculated 

investment, since he had inherited the picture. 

Mrs D was a similar case in Area 3. She said the most 

important object on her 

Asked why, she replied, 

died. It is an original 

we do possess. " 

"Is that part of its 

valuable picture? " 

walls was the watercolour by Rock Jones. 

"Well, it belonged to my father who has 

and it's the only valuable picture that 

importance to you? The fact that it's a 
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"I do like things that are of value in the house, so I do 

appreciate having that. " 

It was the men in Area 4 who were usually the collectors and 

thought of themselves as connoisseurs. They often took 

initiatives on the purchase of pictures. My impression was that 

these were the purchases most likely to be investments. As 

already stated, these were sometimes made without consulting 

their wives, a practice which could be a source of friction. 

"I didn't actually see it till it came in the house, " laughed 

Mrs L about Mr L's 'William Calcott Knell'. 

Marjorie, married to a medical doctor, was angry about a 

small and very feint pencil drawing which her husband had 

bought. 

"I think it probably cost quite a lot of money because that's 

a very famous person's drawing - and I was very annoyed when he 

brought it home because I don't like it at all. " 

Marjorie said she did not know who the artist was. 

"To me that is nothing, " she said. "You can't see it. 

Sometimes I get so cross. I don't ask how much they cost. For 

that I wouldn't give you twopence-halfpenny. " 

Apart from the times when I asked directly how much had been 

paid for pictures, there was only one other mention of finance 

and that was a denial. 

Ann in Area 4 said, "I basically buy pictures because we like 

the look of them. I'd never buy a picture as an investment. " 

The fact that she said this - as a volunteered remark - 

suggests that people in her circle did buy pictures as 

investments. Her dissociation from that can be seen as an 
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assertion of her commitment to art above 'mundane' finance. But, 

when I asked her which of the objects she'd shown me was most 

important to her, she introduced the notion of monetary value 

again. 

"I wouldn't say that I had any particular favourites of the 

pictures. There's a lot that I like for different reasons. I 

know the only ones of any value are the Atkinsons. The rest are 

probably entirely worthless. " (Atkinson is included in Marshal 

Hall's volume pp718) 

The following extract from an interview with Mrs J in Area 4 

shows the same ambivalence to the idea of pictures having 

financial value. 

C. P.: Could you say which of the objects you've shown me are the 
most important to you, and why? 

Mrs J: Important?... I don't think any of them have any great 
importance. I think there's none that I would use the word 
importance for at all. I mean if we had a burglary, it wouldn't 
matter a damn. And I'm not just talking about the paintings on 
the wall, or the pictures or whatever. That would go for 
everything. 

C. P.: All the objects in the house, you mean? 

Mrs J: Yes. And a lot of stuff has a lot of sentimental value 
but I think there's more to life -a lot more to life - than 
getting hysterical over something that's an object. 

Contrary to the spirit of her words, Mrs J seems to associate 

'importance' in my question with financial value. This 

interpretation is supported by the fact that she adds (and 

dismisses) sentimental value to something. She then goes on 

voluntarily to deny that material things are important to her 

despite the fact she lived in one of the most obviously 

expensive (and expensively furnished) houses in Area 4. It was 
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here that the architect's drawing of the property hung over the 

fireplace in the television room. 

It is difficult to avoid the possible interpretation that Mrs 

J's denial (like the general denial of a connection between 

commerce and art) was an unconscious diversion from what she did 

not want to acknowledge. 

It was clear that some people in Area 4 in particular spent 

considerable sums of money on pictures. However, it should also 

be borne in mind that some people, in Area 3 mainly, had modest 

resources. The idea of pictures as serious investments would be 

more common in Area 4 than in Area 3. The difference in wealth 

(capacity to buy pictures) between the most wealthy in Area 4 

and the least wealthy in Area 3 would be substantial. 

In Area 3, Mr C, a retired nurse, asked me at the beginning 

of our interview if I thought money was the factor which 

dictated what kinds of things people had on their walls. 

"Don't you think cost comes into it these days? " he asked. 

"Every time I go to the Gosforth Library there'll be an 

exhibition of art in a room and I always go in... and I always 

look at it and look at the prices.. . and think my wife likes the 

seascapes, but as retired people they're often a little bit 

pricey. " 

"Right, what sort of prices? " 

"Well, anything from £25 upwards. " 

"So you think there are things that 

"I would probably buy if I had more 

I think Mr C might well have though 

picture at considerably less than £25. 

you'd like to buy... " 

money. " 

t twice before buying a 

This would be partly a 
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matter of his income as a retired nurse and partly a matter of 

the priorities that were common in Area 3, where things like 

furniture and modifications to the house were considered more 

fundamental than pictures. 

Pictures: Originals and Reproductions 

The distinction between originals and reproductions was 

important in Areas 3 and 4. Since the large majority of pictures 

were originals (in both Areas, but more so in Area 4), it was 

apparent that they were preferred. Sometimes this was explicitly 

stated. 

Sonja, the woman in Area 4 who had been confident that if she 

liked something it was art, said that she had bought a 

watercolour because it was an original. 

"Is it important to you that pictures are originals? " I 

asked. 

"Yes. Very. " 

"You think that adds quality do you? " 

"Not necessarily, but it is the fact that an artist has 

painted it and I've got it - rather than a print. " 

This attitude to originals puts no value on the visual 

qualities of the objects. It is different from valuing an 

original because it has physical characteristics that a 

reproduction cannot replicate. It is a concern with owning 

something. It can be a concern to own something that no-one else 

has or it can be a concern to own something that carries the 

mystique - the charisma - of having been touched by the artist's 

own hand. Sonja was probably referring to the latter. But the 
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widespread establishment of this as a value often finds 

expression in other forms. 

Richard and Brenda, a married couple in Area 3, had bought an 

oil painting from an artist's studio in the Lake District. 

Richard had introduced it to me enthusiastically as an original. 

It was more common to introduce pictures as originals in Area 3 

(where they were less numerous) than in Area 4 where the fact 

that pictures were originals was taken for granted. Later, I 

asked Richard if it was important to him that the picture was an 

original. 

"Yes. Yes. That's what we were looking for, " said Brenda 

positively. 

"I would think there's more... ". Richard had to think about 

it. "I don't know if it's status value, but it's... it is just 

that something nicer than a print. " (Here the term 'print' was 

used to mean a reproduction. ) 

It is interesting that Richard is uncertain why he attaches 

particular importance to originals. It seems to be an unexamined 

attitude. On reflection he comes up with the idea of 'status'. 

By this he seems to mean that an original marks off its owner 

from those who surround themselves with reproductions. It shows 

him to be more discriminating. 

This interpretation seemed to be confirmed by Mrs L in Area 

4, who enthused over Van Gogh but had no pictures by him on her 

walls. When I pointed that out, she laughed. "No, I'd love to 

have a Van Gogh, " she joked. "If you know of any going, let me 

know! " 

"But you could have reproductions, " I said. 
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Mr L. whose pride and joy was his William Calcott Knell, 

intervened. "I don't think we'd ever buy a Van Gogh in 

reproduction. " 

"No, " said Mrs. L. "I'd like the real thing or nothing else. 

I think because everyone would say, '0h, you've got a Van Gogh 

repro... ' I mean that sort of snob attitude. " 

I did not say that to modify her behaviour to avoid the 

impact of snobbery was close to sharing the same values. 

Mr 0, a 37-year-old accountant in Area 4, explained that he 

couldn't buy reproductions of the work of famous artists because 

they are so well-known. 

"They're objectionable for that very reason, " he said. 

As he spoke. he was rationalising his own attitude. 

"You wouldn't have a copy because it was a copy, " he said, 

and then as he thought about it, "Or perhaps it's because 

everybody else has copies, or knows it. Perhaps that might be 

the reason. It's nice to have something different. I think 

that's what it boils down to. " 

There seem to be two aspects to Mr 0's difficulty. He is not 

sure that reproductions are acceptable at all, but then, more 

significantly, he does not want a picture on his wall that 

everybody else has or knows. 

He would not be accurate in referring to the rest of Area 4 

when saying that "everybody else has copies". The majority of 

the people included in this Survey certainly did not. It is 

precisely because the expectations of those he lives among are 

that people do not have well-known reproductions that he feels 
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unable to have them. The 'everybody else' who have copies are 

elsewhere. 

It was the fame of certain reproductions that was the biggest 

issue. While reproductions were not favoured, they were 

acceptable if they were not too well-known, or if they were 

limited edition reproductions - which is close to the same 

thing. 

In fact, both Mrs L and Mr 0 did have reproductions on their 

walls. Mrs L had a limited edition reproduction of a marine 

painting (Illus. 32/4) as well as a small Avercamp. Mr 0 was 

unusual in Area 4 in having reproductions of pictures taken from 

contemporary art posters - one of them was from the Arts Council 

show of Albert Marquet (Illus. 149/4). (His wife had been 

responsible for introducing these. ) 

To qualify for the full stigma associated with 'well-known 

reproductions', they had to be unlimited editions, relatively 

large (a postcard is OK), prominently placed (breakfast rooms 

are just acceptable), and most important of all, by certain 

well-known artists - 'coffee table old masters' - (of whom Van 

Gogh is a prime example) or well-known traditionalist artists. 

Most of the reproductions in Area 3 would qualify: Constable, 

Turner, Degas on the one hand; Hilder and Campbell-Taylor on the 

other. 

The fact that such pictures are used in Area 3, and to a 

lesser extent and in a different way in Areas 1 and 2, is 

significant. For, whatever the origins of the dislike of 

reproductions (and the 'magic' of an original having been 

touched by the artist may be its starting point) in practice the 
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dislike in Area 4 for well-known ones took the form of a concern 

with social image and how the owner was perceived by others with 

similar values. 

It was an attitude that, for Mr 0 for example, was not 

brought out for examination except in the situation of this 

Survey. Although the desire to own originals can be thought of 

as a desire to be distinctive - to own something unique - it can 

a'. so be seen as a matter of wishing to be identified with a 

particular group; to conform to its expectations and existing 

attitudes. Indeed, a dominant characteristic of the originals in 

Area 4 was their consistency, their similarity to each other as 

traditionalist works. At the same time as the group identified 

itself within itself, it marked itself off from other groups1. 

The preoccupation with originals was only of import to the 

people encountered in Areas 3 and 4 since, as will be seen, the 

distinction between reproductions and originals was of little 

interest to those in Areas 1 and 2. 

It has already been suggested that the people with 

reproductions of old masters in Area 3 can be understood as 

being relatively uncertain of their taste, so that they turned 

to authenticated art for an assurance of quality, or as having 

educated taste, and some confidence, but without the financial 

resources to buy originals of sufficient quality and having to 

make do with reproductions. 

When I asked Donald in Area 3 which of the objects on his 

walls were most important to him, he replied, "Well, I like the 

Monet, myself. I suppose there are a number of reasons why, 
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perhaps. One might be that I feel I ought to like that. In as 

much as the education I've had makes me feel that that 

particular art is quality. " 

Well-known pictures were sometimes known by their titles and 

there were a few occasions when pictures in reproduction were 

referred to in that way. The reproduction of Hockney's 'Mr and 

Mrs Clark and Percy' (on loan from the library) was spoken of 

like that in Area 3, and the doctor in Area 4 who was unusual in 

having a Monet reproduction and two small Van Gogh 

reproductions, also used titles. 

"You got that with the Monet, didn't you? " the doctor asked 

of his doctor wife. "That's the 'Potato Eaters', " he continued. 

"We saw the original of it but you just wanted to have a 

reminder of the Van Gogh Museum. " 

The same doctor introduced another Van Gogh reproduction as, 

"One of the many versions of 'The Bridge at Arles'. " 

Pictures: By Particular Artists 

People in Areas 3 and 4 knew their pictures by who had 

painted them. This was sometimes given as a reason for liking 

them - particularly in Area 3 where reproductions of the works 

of well-known artists were common and it was therefore thought 

that I would know who the artists were. 

"I've always liked Rowland Hilder's paintings, " said Mrs F. 

"I think Constable did lovely things. I love his pictures, " 

said Eleanor. 

"We bought the picture because we like Lowry, " said Peter. 

"I have always liked Degas and the French Impressionists, " 

said Molly. 
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Sometimes references to artists were accompanied by remarks 

about the quality or character of their work. 

"T like Turner's technique. " said Molly. 

"Prout is a wonderful draughtsman, " said Sir G. 

To speak of artists in this way is to imply a wider knowledge 

of their work. To be concerned with who has made a picture, with 

authorship, is to be concerned with it as the mark, the 

statement of an individual. 

"She has her own individualism. She draws with funny bits of 

stick, " said Ann of a watercolour. 

To hang a picture because it is by a particular artist is to 

identify with the artist as much as the particular picture. A 

concern with artists is also a concern with pictures as made 

things. 

"Well, that's a Callow which is a very good watercolour, " 

said Anthony, the architect. "A completely different style to 

that (he indicated another painting) and, of course, a very 

earlier watercolour. " 

Here, Anthony not only identifies the picture as the work of 

a particular artist in a particular medium, but also in terms of 

its quality and style. The way he speaks of the picture shows 

that at least part of its identity exists in the way it has been 

painted. Also, it is part of a larger world of pictures and 

picture-making, a world in which he feels more or less at home, 

able to recognise land-marks and variations in the terrain. 

"I inherited that from my father, " said Anthony of a 

watercolour (Illus. 107/4), "and it's supposed to be... It's not 
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signed but it's supposed to be a Gainsborough sketch. In fact, 

you know, I often keep an eye open for any Gainsborough pictures 

because I gather he used to do a lot of sketching and he could 

have used bits like that in one of his pictures. " 

People sometimes related present pictures by artists to 

absent pictures by other artists, making comparisons and links. 

"It's Matissey, isn't it? " said Mrs 0 of a reproduction of an 

oil painting (Illus. 149/4). 

"I just happen to like Helen Bradley... I find that's sort of 

a delicate version of Lowry, " said Mrs N. 

Sometimes, as in the art world, pictures were introduced as 

versions of the artists - as if they were clones. 

"That's a George Rushton, " said Anthony, introducing an 

original watercolour. 

In Area 3, Mrs F, introducing two reproductions of 

watercolours, said, "These two are Heaton Coopers - the Lake 

District. " 

The first object we had discussed in the house was a 

reproduction of a David Hockney painting that was on loan from 

the Laing Art Gallery. 

"Can we start with that one? " I asked. 

"Yes, " replied Mr F. "That's a David Hockney. " 

Mrs F followed this immediately with the title of the work. 

To identify a picture as a version of an artist implies even 

more art world status than to say it is by a particular artist. 

All paintings are by somebody. Also, to say, "This is a painting 

by George Rushton, " gives as much weight to the object as to its 

maker. To identify a picture as a George Rushton is to transfer 
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the emphasis from the object to the maker. In this usage, the 

identity of the maker alone justifies the object. The 

implication, therefore, is that the artist is one of established 

reputation. It is in the reputations of unique individual 

artists, rather than in the characteristics of individual works 

that art world significance is often placed. 

Even more art world status is implied by the use of the 

surname alone. 

In the house in Area 4 with the bridge party, Mr M introduced 

the two pictures of grouse by saying, "Those are Thorburns. " 

The use of the surname alone is a subtle way of registering 

cultural status. It is perhaps most noticeably so in areas of 

cultural practice usually designated 'popular' - the 

entertainment fields, for example, where the use of the surname 

alone edges the artist into the realms of authoritative and more 

or less permanent status -a status with connotations of 'art' 

values. 

The implied art world status associated with this mode of 

identification made one introduction in Area 3 seem particularly 

incongruous. Mr T owned a painting made by a fellow postal 

worker who painted as a hobby (Illus. 171/3). He introduced the 

picture as, "A Johnson. It's the third picture he ever did. " 

I detected no humour in the voice. 

When pictures were made by close friends or members of the 

family, it was common to introduce them as such. A school 

teacher in Area 3 introduced one painting by saying, "I think 

that is one of my father's. Unfinished. " 
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Of another he said, "That's mother's. She insisted it's not 

finished yet but we took it anyway. " 

"How would you describe it as a picture? " I asked. 

"Well, I'd call it a still-life, I suppose, " he said. 

Both his mother and father painted as a hobby. As will be 

seen later, familiarity with the artist sometimes gave works a 

special significance. 

Thus, Mrs F who had introduced the Heaton Coopers said of one 

oil painting, "This is a more interesting one because it's a 

picture painted by an artist friend of ours. I don't know if you 

know George Yates, do you? He had an exhibition in Northern 

Rock, Market Street. " (Illus. 20/3) 

It was common in Areas 3 and 4 for people to have a relative 

or friend who drew or painted in some capacity. Only one of 

these -a sister of Ann in Area 4- had been educated in art 

school and now operated professionally as a textile designer. 

The others worked with more or less competence as amateurs. Some 

pictures were made by principal members of households themselves 

and these were often introduced as such. These were amateur 

works, sometimes the product of attending evening classes. 

In Area 3, the following names occurred in statements which 

introduced pictures as being by particular artists or as 

examples of particular artists: Constable, Turner, Heaton 

Cooper, Murillo, George Sykes, Flo Ward, David Hockney, Rowland 

Hilder, Campbell Taylor, Betty Holder, Johnson. 

In Area 4, the following names of artists were used in that 

way. These do not include names used when pictures were 

introduced by reference to medium, idiom, title or what was 
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depicted. 

Cornish, Monet, Breughel, Helen Bradley, George Horton, 

Callow, Gainsborough, WK Blacklock, George Rushton, Peter 

Scott, Thorburn, Bewick, Ti de Clausarde, Thompson Lambert, 

Wheatley, Morland, Atkinson, Baxter, Prout, Meadows, Richard 

Hobson. The name Wedgewood was used once in relation to a 

ceramic piece. 

Most of these artists were more or less unknown as people to 

those who owned their pictures. Only a few were family or 

relatives. They were known by their reputations as artists. 

Pictures in Particular Media 

References to the medium and to related aspects of pictures 

were very common - probably the most common way of introducing 

them, particularly in Area 4. 

Anthony, the architect, who was very much a collector of 

paintings, had rooms hung regularly with watercolours and oil 

paintings much as a gallery might be arranged. He treated the 

interview as a tour of his collection and his concerns when 

introducing them were consistent. 

"That, again, I inherited from my father. I'm not quite sure 

what it is. It certainly needs cleaning. It's a little oil 

painting. " 

It was obvious that the picture depicted a figure in an 

interior. This was not the focus of Anthony's attention. When he 

said he was not sure what it was, he meant he was not sure who 

had painted it or, perhaps, when. He is obviously very sure that 

it is an oil painting. His concern with it as inherited from his 
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father should also be noted. 

'Extra-pictorial' dimensions of pictures often co-existed 

with their identities as pictures. 

As we came to another picture, Anthony volunteered, "That's 

one of mine (meaning that he had bought it). Again. I got it 

from a sale room. Really it's a tinted drawing. It's by Aylmer 

who's a very well-known artist. " (Illus. 154/4) 

In the middle-class Areas, with various additional remarks of 

this kind, pictures were introduced by reference to a wide range 

of media. The general term 'painting' was often used and so was 

'watercolour' and 'oil painting'. In addition, 'tinted drawing', 

'pen sketch', 'batik', 'design for a textile', 'tapestry', 

'lithograph', 'etching' and 'photograph' were all used in saying 

what pictures were. 

'Old print', 'old engraving', 'old map print', 'English 

engraving' were all terms used to introduce various kinds of 

period prints. 

In Area 3, Mrs D owned the original watercolour by John Rock 

Jones (Jnr), a 19th century painter who lived in Newcastle 

(Illus. 178/3), to which reference has already been made. 

"Can you tell me what that is? " I asked. 

Mrs D answered confidently with more than the medium. "This 

is an original watercolour dated 1882, which I inherited from my 

father. It's quite interesting because we had it restored. It 

was in a very bad condition when we got it and the restorer said 

it was the only watercolour he'd ever come across of Newcastle 

races. It's the Temperance Festival when it was held on the Town 

Moor. " 
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Likings and preferences were also expressed for particular 

media. "I prefer watercolours to oils on the whole... It's a 

preference that I've had for many years. I think watercolours 

are softer and gentler. " 

People enjoyed qualities of handling in particular media. 

"I like the use of watercolour with the very lightly touched- 

in lake - plenty of paper showing through, " said Mr F of one of 

his two Heaton Coopers (Illus 184/3). 

"It's a watercolour that's got the kind of boldness that 

you'd normally expect of oils rather than watercolour, " said 

Mr N. 

Pictures: Realism2, Nature and the Elements 

People often enthused over the skill or the quality of the 

making of pictures. Sometimes this took the form of simply 

asserting that they were good. 

"I think it's a superb watercolour. " 

"The quality of the painting is fantastic. " 

These assertions of knowledge draw on an assumed 'self- 

evidency' as to what 'good' painting is. What was considered 

'good painting' became clear when the allusive characteristics 

of pictures were mentioned. 

Concerns with the allusive characteristics of pictures 

focused almost exclusively on the extent to which they 

successfully represented 'reality'. That, more than anything 

else, was what pictures were: representations of the known real 

world, made in particular media. They could have the stamp of a 

particular artist's way of painting - even, perhaps, a way of 
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seeing - but what was being seen was essentially the same known 

real world filtered through different sensibilities, so that 

different artists described it with different emphases. Some 

liberties were allowed as long as they were not too extreme. The 

nature of reality was not in question. Indeed, the success of 

particular pictures could be measured by reference to that 

reality. 

Anthony owned an original oil painting by WE Webb (Illus. 

132/4). When talking about it, he said, "I don't think the boat 

in the middle is particularly well painted - whereas I think 

that, the left of the painting, is very well painted... Which 

often happens with a picture of that size. You often find that 

someone can start at one end and work away... and certainly parts 

of that picture I think are very good, but the middle part, 

sadly, isn't all that good. " 

I asked what he meant when he said that parts of it were 

'good'. 

"I mean that they're well painted. Good quality of painting. 

Whereas I think the boat is wrong. It's a bit flat and not 

terribly three-dimensional. Personally I think there are a 

phenomenal amount of pictures that have no depth to them 

whatsoever. They're virtually what I call flat pictures. Really 

they don't excite me very much. The pictures I like are those 

with nice perspective and at least have some depth to them... " 

In other words, 'good painting' is very largely painting 

which renders the 'real' world accurately. 

Sir and Lady G talked about an oil painting (Illus. 300/4). 

"The reason I like this one is that the sky is high and also 
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I have flown through clouds like that, " Sir G laughed. "Also, I 

think he's very good at water. " 

"I think the sun on the sand is rather good... " said Lady G. 

"And the sun on the sand, " agreed Sir G. "I think it's very 

realistic and the way he's got the lightness and dullness on the 

sands - and the way he's got this grass growing on the ah... It's 

just near the mouth of the Loire as a matter of fact. " 

So concerned are they both with the relationship of the 

picture to 'reality' that Sir G ends with a reference to the 

actual geographical location. The concern with the depiction of 

reality extended to such specifics as the evocation of 

particular seasons in landscapes. 

"I think it shows the season very well, sort of late autumn, " 

said Marjorie of an oil painting (Illus. 139/4). 

"I think it's lovely. I think it's just absolutely lovely. 

It's as you see a farmhouse in the winter or the very early 

spring, " said Eleanor of a reproduction of Rowland Hilder's 

watercolour 'A Corner of Britain' (Illus. 180/3). 

"I was there when she did that one, " said Vanessa of a pastel 

drawing. "It's Milborn Hall and it was a brilliant sunny day 

with a clear blue sky and the sun was shining on this stone 

work. And in this exhibition she had last year she had that in 

the exhibition - and it was just exactly as the day had been. It 

was so alike that I liked it very much. " 

The examples are numerous and to include more would add 

little. 

In all these statements there is a sense of the speaker 
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bearing witness, giving testimony. There is the unspoken 

implication that the speaker has the authoritative truth. It 

implies, on the one hand, the confidence of knowledge and, on 

the other, a capacity to project one's self into depictions of 

the world in an efficacious and decisive role. Whether in the 

real world or in representations of it, the speaker has the 

assurance of being in possession of the order. 

To say, "This is like that" is to know about both 'This' and 

'That'. 

To like a picture, not principally for what it depicts, but 

for the way it depicts it is to be concerned with pictures as 

made images. To take pleasure in the way pictures represent 

'reality' is to be confident of that reality; to know its 

characteristics. It is to feel content with that reality, 

effective and secure in it. At the same time, it is to be 

reassured of it and its continuance. 

Pictures: The Poeticisation of Reality 

This emphasis on the accuracy of pictures in relation to 

'reality' sometimes raised the familiar question, "Why not have 

a photograph? " It is a question that came up a few times and 

people were always very clear on the matter. 

Frank, a medical doctor in Area 4, raised the subject himself 

when telling me why he liked a marine painting (Illus. 301/4). 

"I like the sort of combination of light and storm, you know. 
It turns me on a bit. I think he's got that rather well 
... I've seen the sea and the sky look rather like that on 
more than one occasion. I think the effect's pleasing and 
accurate without being too photographic you know. " 

C. P.: So you don't like things to be too photographic? 

Frank: No. I do not. (Laughter) 
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C. P.: Why is that? 

Frank: I don't know. It must be just an emotional thing but I 
don't think it's a painting if it looks too photographic. If I 
want something photographic, I'd get a photograph - if I want an 
accurate reproduction of whatever. In any painting you are 
looking for - not just an accurate reproduction of a person or 
an animal or a bowl of flowers or whatever - but what the artist 
sees. 

C. P.: But at the same time you do want a degree of accuracy? 

Frank: I wouldn't go too far in the other direction either. 
(Laughter) I'm not big on surrealism or... (Laughter) 

Frank's laughter was about the stock 'modern art joke', a 

collective joke which he had no need to articulate. When asked 

why he doesn't like pictures to be photographic, Frank says he 

doesn't know, "it must be just an emotional thing". What he is 

describing is not a worked-out theory of art but a conviction he 

holds without knowing why. 

Underlying this discussion are certain characteristic 

assumptions which we have already encountered in the earlier 

account of notions of art in the middle-class Areas. The first 

is that there is a known reality in relation to which pictures 

can be deemed more or less accurate. Photographs reproduce that 

reality accurately. Artists see that known reality in different 

ways (this might involve feeling or emotion) and represent it in 

different ways. Artists whose pictures do not deviate too far 

from the known reality are acceptable. Indeed, a degree of 

deviation from it is desired - it it this that is valued. But 

those whose pictures deviate too far are silly. The implication 

is that either their vision deviates so far from the known 

reality that they're not normal or that they wilfully and 

excessively distort reality in their pictures. 
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Paintings are valued as a sort of a 'poeticisation' of 

reality. Like looking at the world through a coloured glass. The 

world is rendered feelingful, put into soft or hard focus. Some 

characteristics are emphasised, others played down. 

Coupled with the 'poetry', there is an excitement in the 

capacity of paintings to be both paint and 'reality'. The focus 

of attention can oscillate from one to the other. There is a 

fascination in seeing what is 'just paint' become boats. Too 

much like boats - lose the evidence of paint - and the 

excitement is gone. Too much like paint - lose the evidence of 

boats - and frustration sets in. 

As Mrs V said, "I don't like modern art at all. You know, 

where you've got to imagine... Where somebody's painted something 

and you've got to use your own head to see what's in it or what 

it's about. " 

But photographs are too clinical. The 'poetic' element in 

paintings - that which is perceived as peculiar to an individual 

artist - is essential. Sometimes this was referred to in terms 

of 'style'. 

"I think he's got a very good style, " said Anthony in front 

of a landscape. "A very dramatic style. " 

The notion of an artist's 'style' helps to explain deviations 

from 'reality' in a way that does not require any acceptance of 

different ways of seeing, still less any questioning of the 

status of our experiences of 'reality'. 

Just as one popular singer might sing a song in a different 

style to another - it's the same song sung differently - so one 
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artist might paint a landscape in a different style to another. 

The deviation from reality is not so much a product of a 

different perception as a different way of painting which is 

done for effect - the application of 'artistic licence'. 

Anthony's reference to drama emphasises a concern for 

atmosphere and feeling in painting. This was particularly common 

in responses to landscape. It ranged from a liking for 

landscapes that were 'calm', 'sunny and summery', 'restful', 

'tranquil', 'peaceful', to those said to be 'sombre' or 'wild'. 

It included the liking for convincing representations of the 

seasons, particularly the more transitional seasons - Spring and 

Autumn. Like artists, the seasons endow 'reality' with 

atmospheres and moods. 

Because of the preoccupation with realism, the subject and 

the mode of depiction were always closely interwoven in the 

pleasure pictures gave. 

Anthony described how he never tired of looking at one 

watercolour (Illus. 113/4) and explained that he wandered into 

it visually through spaces and across fields into distant areas. 

I asked if he enjoyed it as much as a landscape as he did as a 

watercolour. He replied, "I don't think I'm particularly 

conscious of the subject matter in a picture like that. I like 

it because of the picture itself - whether it's of trees or 

ships or what-not. I appreciate the quality of painting. I think 

mainly because I've used watercolour myself and I think it is a 

very difficult medium to work in. I'd love to be able to paint 

like that. " 

It was obvious that in Areas 3 and 4 landscape as a subject - 
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as 'nature' - was very important. But landscapes were also 

important as constructed images, mostly paintings. The way of 

depicting landscape, the way in which paintings were capable of 

corresponding to a particular way of relating to the world, was 

as important as the subjects. 

Very broadly, it seemed that the pictures valued primarily 

for the ways in which they were made - for the ways in which 

they depicted the world - were landscapes (oil paintings and 

watercolours) and some seascapes. This may be another way of 

saying that the pictures collected and revered most as 'art' 

were those which depicted nature in a certain way. In Mr and Mrs 

N's term, it might be said that these are 'arty art', 'straight 

art', 'pure art'. 

Pictures: Things Depicted: Places and People 

Those pictures said to be liked primarily for what they 

depicted (rather than how it was depicted) tended to have 

subjects other than landscape which fell into established genres 

- although they were not genres named often by the owners of the 

pictures - topographical pictures, sporting pictures, portraits, 

for example. 

Like Mrs N's pictures of wild fowl, they tended to be thought 

of as art but not 'arty art'. 

Sometimes the focus on the things depicted in a picture was 

so strong that remarks made about it hardly registered that it 

was a picture that was under discussion. 

"It's very wild, the thunder and the lightning, " said 

Marjorie of an oil painting. "Well, not thunder, but lightning. " 
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The slip of the tongue seems to confirm her involvement with 

what is depicted rather than the picture as a made image. The 

usage continues to retain the acknowledgement that it is a 

picture (the 'it' under discussion is understood to be a 

picture), but the thunder and lightning are the dominant 

concern. This is an example from many cases in which pictures 

were said to be liked for reasons that were more or less 

exclusively about the subjects. 

When I asked Mr 0 in Area 4 why he liked a picture of a bowl 

of flowers, he said, "Why do you put a bowl of flowers on the 

table? I mean, it's not dissimilar is it. " 

In that statement there is the ultimate identification of 

pictures with what they depicted. 

Pamela, a part-time shop assistant in Area 3, had three very 

inexpensive copper discs bearing images of birds photo-etched 

onto the surface. They were more typical of Areas 1 and 2 than 

the middle-class Areas. 

"And what about these? " I asked. 

"These? Well, my husband is mad about birds so, last autumn, 

I went to Edinburgh for a weekend and there was a place there 

where they make them. So I bought him these birds back. " 

There may be other occasions of that kind but more often the 

Identities of pictures as pictures were closer to the surface. 

"That's the old Tyne Bridge. It's an etching, I think, " said 

one doctor exampling the way in which the identity of the object 

as the thing depicted co-existed closely with its significance 

as a constructed image - an etching. 
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The pictures introduced by 

them were most often of place 

usually particular places and 

people were almost always the 

photographs. 

The things depicted, then, 

reference to what was depicted in 

s or people. The places were 

were often local places. The 

children of the family depicted in 

were usually very specific things 

with strong personal identities for their owners. Things that 

related to their lives. The many landscapes - rural locations 

which had no personal connection - were usually not introduced 

in terms of what was depicted. 

Pictures of Places: The Near and the Far 

Mrs J had two original oil paintings of local places on the 

coast (one is presented as Illus. 10/4). The same artist had 

painted both of them. 

I indicated one of them. 

"Can you tell me what that is? " 

She referred to the two of them. "That's Whitby and that's 

Seahouses. " 

"Do you know what they are other than that? " (The question 

was clumsy and irrelevantly carried the implication that they 

should have another identity. ) 

But Mrs J was unperturbed. 

"Not the Whitby one... but the other one - that's the hotel 

over there isn't it? I don't know the name of it. " 

"How were they made? " I asked, hoping to force a statement on 

their characteristics as images. 

"They're on canvas, aren't they? A local artist. " 

In this case the concern with the place was so strong that 
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even the question as to what the objects were (other than Whitby 

and Seahouses) is answered with more detailed geography. 

In her reference to 'a local artist', Mrs J was drawing on a 

shared category. The idea of the 'local artist' was an 'OK' 

categorisation with 'self-evidently' positive vibrations in the 

middle-class Areas. There is the implication of supportiveness. 

It is taken for granted that 'local artists' are a worthy cause. 

The image is, perhaps, of romantic individuals persisting in 

their commitment against the wider world and in need of support. 

The notion of 'local artists' also excuses 'indifferent 

quality'. Like the 'local cheese', it may not be the best in the 

world but it is 'authentic'. 

An enthusiasm for local places was met by the many period 

topographical prints that nearly all hung in halls. Their age 

provided an additional dimension to the interest in the 

locality, a sense of continuity. 

I asked Marjorie in Area 4 why she liked a period print of 

Westgate Hill, Newcastle (Illus. 302/4). Her response was 

characteristic. "Well, " she replied, "I can relate to this 

scene. It's a part of the town I've been in. Just the thought of 

the horses and the carts and people in long clothes in the same 

place as I'm driving through at the moment. And the houses are 

still there. " 

Marjorie's enthusiasm is all for the place - the qualities of 

the print are not mentioned. In fact, as pictures (constructed 

images), the period prints - 'antique prints' as they were often 

called - were frequently viewed without great enthusiasm, with a 
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kind of neutrality. It is, perhaps, significant that they 

included the occasional map. People's attitude towards them was 

consistent with a response to a chart. 

"I don't particularly like them" said Ann in Area 4. "They're 

too formal for me. I like local views. I think I like them 

because I know the places. But I'm not wildly keen really. A bit 

too formal for me. I like a freer picture. " 

Their frequent location in the hall - not a prime place in 

the house - was further confirmation of the lack of weight given 

to them. "We'd seen them in various shops in Newcastle and 

thought they would be something to put on the wall in the hall, " 

said Donald with a laugh. "But then I like them - and they're of 

Newcastle, which we're fond of. " 

Period prints were not the only pictures that were liked as 

depictions of local places. There were watercolours and more 

recent etchings which were also enjoyed as a record of the 

changing appearance of the locality, an interest in its history 

and tradition. 

"I like places that I'm familiar with and it's so different. 

In 1943 - you wouldn't see cows along there now. " 

"Well I like it. I mean I know Tynemouth well, you know. All 

that's pulled down now. " 

"It's a local scene and it's not going to be there for ever I 

would think. " 

Mrs K gave an additional insight into the significance of 

such pictures. She thought of a picture of the Tyne Bridge as a 

symbol of home. 

"All my life I've thought as I cross the Tyne Bridge, I'm. 
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home - and that's it. " (It is interesting that she faced south 

in her self-orientation. ) 

A similar attitude was expressed by Mr M who owned a 

reproduction of a watercolour by George Barrett of the River 

Tyne as it was probably in the early 1800s (Illus. 303/4). 

"I think that one likes to have a few things local hung 

around the place, " he said. "Particularly when your family's 

lived in the area as mine has for 250 years at least. " 

For Mr M, the picture confirms his sense of his family's 

history and continuity. To receive this confirmation from a 

picture, not of an ancestor or a family home but of a public 

part of the locality, implies a particular relationship with 

that place; a particular perception of it. It at least seems to 

imply a positive sense of his family's effectiveness or 

influence in the locality over the years, an influence that 

extends beyond the doorstep. For both Mr M and Mrs K, home is 

not a dwelling but a locality, a city, a region. There is a 

sense of a 'burgher's' relation to Newcastle -a sense of having 

'citizenship', the freedom of the place. 

The presence of old maps among the period prints further 

reinforced the implication of effectiveness within a region, as 

well as the capacity to travel - the capacity to situate the 

region in relation to wider knowledge. 

For the people in the middle-class Areas, these pictures of 

local places seemed to be depictions of 'home' - not an 

imaginary cottage with lupins, but a real region with a map. 

Other pictures, liked for the places they depicted, referred 
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to more distant locations. Nearly always, they were places 

visited by the owners. 

Of a reproduction of a period print (Illus. 304/4), Sheila, a 

medical doctor in Area 4, said, "We particularly liked the Dutch 

houses. " 

"You know that characteristic gabling that you see a lot in 

Amsterdam, " said Frank, her doctor husband. 

Frank went on to explain that Amsterdam is laid out around 

four churches and the two prints they'd got were of the Southern 

and the West Churches. The sense he had made of the place was 

reasoned. 

Mr F had two original etchings of a part of the Lake District 

(Illus. 192a/3) and Durham (Illus. 192b/3). 

"I know the Lakes very well - particularly the Derwent Water. 

That's Ashness Bridge and Skiddaw. I like Durham very much too, 

and often go there. I think they're quite good ah... 

representations of the places they're of. " 

Events connected to places were also registered as part of 

the identities of pictures. Of an original oil painting of 

Montmartre in Area 4 (Illus. 11/4), Norman said, "We chose it 

because we were with some friends of ours in Paris and we'd 

eaten at that restaurant there with the red awning. " 

The painting was autobiographical in a very specific way. 

Sometimes there were developed family stories attached to 

pictures of specific places. In Area 3, Susan spoke of a 

watercolour (Illus. 305/3). 

"We had been going to this place for three years and this 
picture is of a place called Linton, which is another little 
village in the Dales, not far from Grassington, and we spent 
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some very happy times there when the children were little. We 
sat on that village green and the children paddled in the 
water and the sun had shone and we'd had beer from the pub 
and it was all very nice. We'd had quite a lot of visits 
there and we thought it was a pretty village as well... and we 
happened to remark to my parents that we wished Mr Gower, the 
local artist, would paint a picture of Linton because we 
liked his kind of paintings and we liked Linton. And my 
mother, being my mother, went and asked Mr Gower to do it. 
And then she gave it to us as a present. " 

It was interesting that Kevin, Susan's husband, said later 

that it was a pity in a way that Susan's mother had commissioned 

the picture, because they had hitherto enjoyed looking each year 

(on their holiday) for a picture of Linton. In fact, he said, 

they had subsequently found pictures of Linton that they'd liked 

but couldn't really buy - because 'the deed's done now'. This 

seems to reinforce strongly the essential importance of the 

picture as a token/reference to the place - rather than as a 

painting. If the latter were a priority, more than one picture 

of Linton would seem to be no problem. 

Some places were valued in pictures, not because they had 

been visited briefly, but because of longer-term associations; 

places where people had lived, been students, served military 

service. 

For example, Richard, a retired civil servant married to a 

retired school teacher, spoke of a reproduction of a print of an 

old picture map (Illus. 33/3) hung on the wall of his home in 

Area 3 as if he were pointing from the window. As we turned to 

the map, he volunteered, "That, there is Umbria, Perugio in 

Italy. I was stationed in Italy during the war... " 

Most of these pictures of relatively distant places visited 

or in some other way familiar, were not 'public' as souvenirs. 
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To an outsider, they were simply pictures of locations. To their 

owners, they concretised their travels. As pictures they were 

places. Places with associations. 

At the same time, pictures were sometimes valued for the 

impact they made on other people. One, somewhat unusual picture 

of a place, was an example of this. That was the original 

drawings and plans of Mrs J's house (Illus. 153/4). Comment has 

already been made on the way this image identified the house as 

architecture, worthy of interest in those terms. 

Mrs J was very enthusiastic about it. To her, it was the most 

important object on her walls. 

"Oh, I love it. I adore it. " 

"Why do you like it so much? " 

"Because I'm terribly interested... Although I thought it was 

fabulous, I didn't think other people would be very interested 

in it. It's amazing how interested they are. Particularly if 

they know the house - they know the layout of the house but they 

can't quite grasp which, you know... " 

Mrs J is not attached to this as a reference to 'home'. The 

architect's drawings signal a building not a home. Her focus is 

on what the drawings mean to her guests. They see that she owns 

a house which is individual and complex enough to justify plans 

which are difficult to understand in relation to the geography 

of the house. The plans engage them in an entertainment which 

implicitly acknowledges this. 

Pictures of People: The Near and the Far 

Not surprisingly, pictures of members of the family were said 

to be liked for the people depicted. Sometimes the 
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identification of pictures with those depicted was very strong. 

"You keep your children around you, " said Eleanor, an elderly 

widow in Area 3, about some photographs. "I like to see them, of 

course. They're part of my life. " 

The few paintings that were portraits were liked for similar 

reasons, though there was usually a closely-related discussion 

of the characteristics of the painting - focusing on the 

relative success of the depiction as a likeness. One of the 

portraits was said by its owners, Mr and Mrs N (a company 

director and his wife), to be the most important thing on their 

walls. It was a portrait of Mr N's father which hung at the top 

of the stairs. A substantial oil painting, it measured about 

107 cm x 61 cm and was in the traditional vertical portrait 

format. 

It was the subject of some interesting remarks about the 

relative importance of the thing depicted (in this case a member 

of the family) and the qualities of the painting. 

When I asked Mr and Mrs N which of the objects they'd shown 

me was the most important to them, they were torn between a 

seascape (Illus. 138/4) which they liked as a painting, and the 

portrait (Illus. 143/4) which they valued as a depiction of 

somebody they loved. 

"The one that I would treasure most, obviously, is my 

father, " said Mr N. "But I think the picture I like best is the 

seascape. I think I'd put it like this. If I had to keep one in 

a vault and keep one out, I'd keep the seascape out. " 

The conversation then took a turn which threw an interesting 
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light on their perception of the social implications of hanging 

certain kinds of pictures in particular locations. Mr N, in 

confirming his preference for the seascape, said, "I think 

that's the one I would choose as a picture to live with. It's in 

this room (the lounge/drawing room), it's in the prime position 

in this room, and the portrait is at the top of the stairs. That 

puts it in perspective, I think. " 

"Yes, I think I could live, really, with the portrait to be 

honest, but the sort of - cache - about putting a portrait up is 

a little off-putting, " said Mrs N. "I think if you put a 

portrait in the room it looks a little bit um... to me... Oh, I 

don't know, you're trying it on or something. It looks as if 

you're putting up a portrait gallery. " 

"Delusions of grandeur, yes, " said Mr N. 

"I'd rather tuck them away, I think, from that point of 

view. " 

"It's interesting, " I said. "You're saying that if the 

portrait were put in this room it would appear, maybe, 

pretentious ... Implying that somehow pictures tell you about 

people's status or whatever? " 

"I think putting portraits in a room tends to. It shouldn't. " 

"I think status is the thing it is. " 

They went on to agree that there is a right and a wrong place 

to put portraits. 

"It looks like a bit of an ego trip if you're gonna live with 

your own picture up on the wall in the living room, " said Mr N. 

As Mr N refilled my glass with brandy from a glass decanter, 

I asked directly if they thought the things they put on their 
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walls were put there to express their status or position. 

It was not surprising that they denied that energetically. 

They were nevertheless perceptive in their continued self- 

examination. 

"I think you're always conscious of other people if they come 

in, one way or another, " said Mrs N. "Whether you feel they're 

going to view you as square... or whatever. " 

"That's your total environment rather than any part of it, " 

said Mr N. 

"Yes, I personally, by nature, I prefer to blend with whoever 
I'm with - whichever way it is funnily enough. I mean, perhaps 

that's stupid of me... you're supposed to be yourself. But then I 

think I do relate to most people. I can relate to most people. I 

don't like to be out of it. Whoever I'm with I'd rather be with 

them. So, yes, I'd be conscious of it if I felt that I was being 

left out. I'd rather it just blended in with whoever it was. I 

can't explain it any more than that. " 

I can't be sure how much I owed it to the brandy, but this 

was one of those occasions on which I felt a particular warmth 

for the generosity with which people were prepared to share 

their thoughts and feelings. Mrs N's words were a frank attempt 

to express the subtle pressures that influenced the decision she 

made about the things on her walls. 

The people in Areas 3 and 4 were particularly subject to such 

social pressures, though they were not always clear about how 

they operated. What Mrs N identified was a concern to conform 
in tension with the idea that you should 'be yourself'. She is 
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prepared to think of this as peculiar to herself but it was 

evidenced more widely in the middle-class Areas. 

Mrs 0, for example, had a painting on her wall that included 

her two daughters. An artist friend had apparently decided to 

incorporate them in a picture which Mrs 0 had subsequently 

bought. She was now embarrassed at possibly being thought 

pretentious. She explained, "I'm always apologising for it 

because I have to explain that I didn't commission it. Nothing 

could be further from my mind than having my kids painted. But 

nevertheless, I must like it to hang it up, despite all that. " 

Pictures forefronting figures who were not members of the 

family or relatives were not common but those that were present 

gave rise to some interesting comments. 

Mrs J had two pencil drawings of figures (Illus. 7/4 and 

Illus. 151/4). She had introduced them initially as by Peter 

Barnes, but went on to say, "Newcastle miners I would say. 

Types. Sort of working North-East. " 

When asked why she liked them, she replied, "I think it 

depicts the working-class man. A lot of character in the faces. " 

Depictions of working-class people were peculiar to the 

middle-class Areas and the Fine Art Sample - although they were 

not present in either in large numbers. The paintings of Lowry 

and Cornish in Areas 3 and 4 were images of urban working-class 

life and there were also older images featuring rural peasantry. 

Mrs J was unusual in saying that she liked her drawings of 

working people for their subject. 

Her use of the term 'Types' and 'the working-class man' 

implies stereotyping. It is reminiscent of the image of the 
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working-class that Hoggart (1957) warns against: 

"The working classes are at bottom in excellent health - so 
the pastoral description runs - in better health than other 
classes; rough and unpolished perhaps, but diamonds 
nevertheless; rugged but 'of sterling worth'; not refined, 
not intellectual, but with both feet on the ground; capable 
of a good belly laugh, charitable and forthright. They are 
moreover, possessed of a racy and salty speech, touched with 
wit, but always with its hard grain of commonsense. " (p15) 

It seems significant that the portrait (Illus. 7/4) is one of 

the few in Areas 3 or 4 that smiles, other than family 

photographs which, operating within the conventions of 

photography, are a different case. Although the man does not 

show his teeth, it is inevitable that Berger's (1981) comments 

come to mind. 

"Pictures of the poor inside the house... are reassuring. Here 
the painted poor smile... (they smile showing their teeth 
which the rich in pictures never do). They smile at the 
better off - to ingratiate themselves... Such pictures 
assert... that the poor are happy. " (p104) 

Mrs J's reasons for liking these pictures, coupled with the 

characteristics of the portrait drawing, lend support to 

Berger's interpretation. The under-privileged become friendly 

adjuncts to the domestic environment. 

Needless to say, that is not how Mrs J would put it. 

As an example of the 'painted poor' 'showing their teeth', 

Berger cited Murillo's 'Peasant Boy Leaning on a Sill' and, in 

fact, a reproduction of this was found in Area 3 (Illus. 188/3). 

It was in the same house as the reproduction of Hockney's 'Mr 

and Mrs Clark and Percy' (Illus. 25/3), which was on loan from 

the local museum picture loan service. The Hockney provided 

another interesting comment on notions of social 'types'. The 

picture was in the home of Mr F. an accountant, and Mrs F who 
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was an office worker. They were in their early sixties and still 

active people. 

When I asked Mrs F why she liked the picture, she said that 

she and her teenage daughter thought it was 'attractive'. 

"Do you know what it is that makes it attractive? " 

"I don't know, because the kind of people it represents... 

normally I think I would dislike, " she laughed. "They're modern 

upper-class... indolents, really, aren't they? " 

"It's probably early in the morning and she hasn't had time 

to get dressed yet. " Mr F joked. 

"I don't think that, " said Mrs F. "I think it was that book 

on cats where we first saw that picture... and the cats seemed to 

humanise it in a Hockney sort of way. " 

"Do you like Hackney's work generally? " 

"Not all of it. " 

"You didn't choose to borrow it because it was a Hockney? " 

"Well, I knew it was a Hackney but we borrowed it because we 

liked the picture. " 

The focus of discussion is on the things depicted, although 

Mrs F does refer to 'a Hockney sort of way' and is obviously 

able to tolerate the picture in 'art world' terms. Since Mrs F 

doesn't like what is depicted it seems likely that the main 

reason for borrowing the picture was for the daughter's interest 

in cats. 

What is particularly interesting is her perception, as a 

person living in Area 3, of the people depicted as 'modern 

upper-class indolents'. In doing so, she situates herself. All 
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of this should take into account the fact that this picture was 

on loan. It was a very isolated example of a picture from the 

contemporary fine art world, unlikely to find a home here except 

on a temporary basis. 

"The Hockney I'll take back without any great pangs, " said 

Mr F. 

Pictures of Leisure Activities 

Under the general umbrella of pictures liked mainly for what 

they depicted, it was possible to group a number of reasons for 

liking pictures together as having in common 'leisure 

activities'. These were usually activities of a traditionally 

masculine character (sporting and marine pictures might be the 

appropriate term in the world of pictures). These included golf, 

angling, shooting, sailing - and a general enthusiasm for ships 

and the sea. 

The fact that pictures alluded to these activities was often 

given as a reason for them being liked. The enthusiasm for 

marine paintings was widespread. Sometimes it related to the 

fact that the man who owned the picture sailed himself as a 

pastime. The marine paintings under discussion here are not the 

major seascapes in oils which had the highest status, but the 

limited edition prints of sailing ships. 

Ann in Area 4 said her husband liked a limited edition Peter 

Scott painting of ducks in flight (Illus. 31/4) 'because he 

shoots'. Any incongruity was clearly not apparent to her. 

One of the rare pictures in Areas 3 or 4 which was liked for 

its humour was a cartoon image of a golfer made in clock parts 

(Illus. 17/3). 1 asked Mrs V if she liked it. 
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"Yes, it's very clever - you see my husband's a golfer, " she 

said with a laugh. 

To have one's leisure activities depicted in objects of art 

is to give them importance. Women sometimes expressed a dislike 

for these pictures, blaming their husbands for them in a way 

which seemed actually to be supportive of their masculine 

interests. 

Pictures said to be liked principally for these reasons 

tended not to be hung in the most prominent locations. 

As another interesting isolated case it is worth mentioning 

five reproductions of watercolours of birds (Illus. 124/4). 

which were performing an educational function from father to 

son. They were spaced up a staircase in Area 4. 

Arthur: I'm trying to get him (indicates small son) interested 
in something (laughter). And I thought if I had those along 
there, they're all common-or-garden birds, he'd be able to 
recognise them and see them in the garden. 

C. P.: And does he? 

Arthur: He does, yes. 

Arthur said he intended to transfer them to his son's bedroom 

when he got some pictures that he particularly liked for the 

hall. 

Floral Art 

Pressed flower arrangements were always introduced as 

artifacts - emphasising their existence as arrangements - rather 

than as specimens of flowers. The extent to which they were 

thought of by their owners as pictures, as such, varied. 

Kevin and Susan - the married couple with PhDs - had a 

pressed flower arrangement under thick perspex in their dining 
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room (Illus. 197/3). They told me in some detail how they had 

come to buy it on holiday in France. 

"How would you describe that? " I asked when their story was 

over. 

"Well, I wouldn't call it a picture, " said Susan. 

"It's a wild flower arrangement set in perspex, " said Kevin. 

"I don't think I'd call it a picture though. I don't know 

what I'd call it but I wouldn't call it a picture. " 

In fact, the object seemed to present Susan with the same 

problems that I encountered in my own classification. Although 

it was presented in every way as a picture would be presented, 

the flowers were offered as flowers. 

Mrs W, a 43-year-old civil servant, had two such objects on 

her dining room wall. Each was signed and framed under glass. 

"What do we have here? " I asked. 

"Two dried flower arrangements. She is quite well-known, I 

think - Winifred somebody. I think she is local. " 

The way in which the person who had made the object was 

referred to was consistent with references to artists. 

Mrs V in Area 3 introduced her flower arrangement (Illus. 

306/3) firmly as a picture - and as a form of art. As we turned 

to the object, she said, "That's just a floral art thing. It's a 

picture by a friend who's an absolutely fabulous floral art 

person - and she does beautiful pictures. " 

Once again, the word 'just' indicates a relatively low 

status, despite the use of the word 'art'. The word 'thing' has 

a similar resonance ('floral art thing'). These signals serve to 
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distinguish 'floral art' from real art and to let me know that 

the speaker is aware of that distinction. Floral art was not to 

be confused with oil painting, for example. This can be seen as 

similar to Mr and Mrs N's concern to distinguish 'arty art' - 
'pure art' - from lesser forms3. 

Pictures: Associations 

Pictures were sometimes valued for their associations. The 

ways in which they were acquired, for example, were often 

important to their identities for their owners. Sometimes they 

were introduced as presents. It was less common for people in 

Area 4 to give each other gifts of things to hang on walls than 

for those in Area 3. 

When objects were introduced primarily as presents it was by 

reference to the donor ("this is a present from my 

grandchildren") and/or by reference to the occasion ("this is a 

wedding present"). The kinds of gifts referred to with this 

priority were 'wedding presents', 'goodbye presents', 'house- 

warming presents, ', 'Christmas presents' and 'retirement 

presents'. Occasionally a picture had been received as a gift to 

mark some kindness shown. 

As usual, these significances co-existed with others. 

"And this one? " I asked Mrs D in Area 3. We were looking at a 

reproduction of a watercolour of a fishing harbour (Illus. 

182/3). 

"This was, again, a present to us from someone in the family 

and it's one of the little harbours in Devon, and it was just a 

pretty picture that was given to us. " 

Sometimes the fact that something was a gift, or had been 
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inherited, would be included as a secondary part of a statement. 

Thus, "This is an original watercolour. It was a wedding present 

from my mother. " 

If what people say objects are is taken as an indicator of 

the ways in which they think about and use them, the sequence in 

which these remarks occur is presumably significant. In the last 

example given, the first significance attached to the object is 

that it is a picture made in a certain way. While its existence 

as a gift is also important, it is not the primary identity of 

the object - at least not in the context of the interview. 

As already stated, pictures received as gifts were often 

period prints, which seemed to have a 'neutrality'. The 

following discussion illustrates the indifference with which 

these were sometimes perceived. Mr and Mrs N had received an old 

map of Northumbria as a gift. 

Mr N: ... Nobody notices it really. 

Mrs N: Yes, they are a bit like that these.. . very often. 

Mr N: I don't like that at all. 

Mrs N: Oh. 

Mr N: I don't dislike it... 

Mrs N: Yes, this is it... these sort of small things - you've goot_ 
them... people gave them to you, sort of thing. 

C. P.: (To Mrs N) Why do you like it? (To Mr N) And you dislike 
it? 

Mrs N: Well. by liking it I suppose I don't necessarily mean I 
really like that particular object... Maps are generally quite 
pleasant, aren't they? I don't know... You generally like maps, 
don't you. - 

Mr N: I like maps but I just find that one a bit, you know... 

In Area 4, those pictures introduced as presents, tended also 
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to be talked about in ways that indicated a relatively low 

status. In fact, the emphasis placed on them as presents seemed 

to excuse objects in which the owners had no confidence. Their 

locations away from the main 'public' areas seemed to be a 

further confirmation of this. Presumably it was not the fact 

that they were presents, in itself, which resulted in this. 

Rather that there was a mis-match between the objects and the 

taste of the recipients. It was the potential for such a mis- 

match that discouraged people in Areas 3 and 4 from giving 

things to hang on walls as gifts. It indicated a high degree of 

concern about the characteristics of what was hung on the wall 

and about how they were perceived by others. 

When a gift had been received and was specially not liked, 

the problems created could be considerable as perceived by the 

recipient. Mrs J had a picture of a mother and child on her 

wall. It was uncharacteristic of Area 4 (Illus. 307/4). She had 

received it as a gift. 

Mrs J: I like the idea but it's a bit cheap. It doesn't go. It 
doesn't lend itself to the room. 

C. P.: What do you mean when you say it's a bit cheap? 

Mrs J: Well, I would say you'd probably see them in every cheap 
shop around. 

C. P.: Do you feel any sense of obligation to hang something like 
that if somebody gives it to you as a present? 

Mrs J: Yes, I wouldn't want to hurt anybody and not utilise the 
gift that they gave me In one form or another. And I wouldn't 
like to hurt them by disposing of it. 

Her distaste for this picture is reminiscent of the earlier 

discussion of 'well-known reproductions'. Her objection to it Is 

not stated as a response to the nature of the picture as an 
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image and she actually liked the 'idea' - the mother and child 

theme. Her objection is that it is 'cheap', by which she seems 

to mean partly that it is literally inexpensive and partly that, 

because of that, it will be a very common picture. She wants to 

have things on her walls that look both expensive and unique to 

her home. 

Pictures which were inherited tended to have a high status 

and were compatible with the family taste - presumably also 

largely 'handed down'. These were pictures said to be enjoyed 

because of family associations and because they were remembered 

from childhood and subsequently inherited. 

Dr H spoke about a tapestry (Illus. 165/4). "Why do I like 

it? It's a memory from my childhood. It's a very cheerful scene 

and that old man dancing there reminds me... I used to think when 

I was little that he was an old ruffian that used to clean my 

father's cars. He looks just like him. " He later said of the 

same image. "When you are very small the impressions from 

pictures on the walls are very vivid. And this is very much part 

of my earliest perception of anything. " 

Some pictures were retained because they had been made by 

people who were relatives or friends. Mrs L liked an embroidery, 

"Because she did it (her mother) but also it's rather nice to 

have, isn't it? Because it could be handed down to one of the 

children. It's the family, isn't it? " 

Like Mr M, who was conscious of his family going back 250 

years when he looked at a picture, Mrs L is interested in 

marking the continuities of her family. 
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Mrs C said of an oil painting, "I had an aunt who started 

painting when she was ill. Admittedly she probably copied it 

from something, but I found it was quite attractive and I liked 

the colours - but it's really sentiment. " 

Mr T in Area 3 had a painting made by his son which he 

thought was, "Great for a lad of his age. " 

These were pictures which were actually disliked but kept on 

the walls for their associations. These were not 'obligations' 

but positive associations. Marjorie had one of the few pictures 

that I classified in Category 2a - pictures by older established 

or dead artists working within the conventions of modernist art, 

probably early 20th century. It hung over the fireplace in the 

lounge (Illus. 4/4). 

"In my own home I never liked this picture actually, " she 

said, "but I think out of sentimental value, I put it in that 

place of honour. It had glass on it and we had the glass taken 

off and I think that's improved it a lot. It's not one that I 

would choose. " 

"Why is that? " I asked. 

"It's not quite clear what exactly it is, is it? I think, 

although it is old, it's modernistic isn't it? And I don't 

really go for that sort of thing. " 

Marjorie's dislike for a picture that was not sufficiently 

clear - 'modernistic' - is familiar. The 'place of honour' over 

the fireplace is also characteristic. It is interesting that the 

importance of the associative value of the picture overrode 

Marjorie's distaste for the picture itself. 

Objects were often introduced with reference to the places 
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they came from. This was more common in Area 3 than Area 4. 

Eleanor was introducing a reproduction of a photograph of a 

lake surrounded by mountains. 

"I'm not very sure what this is but I bought this in 

Grindlewald, " she said. "I'm just not sure what the lake is. 

It's a long time ago. " 

Whatever else it might be, she seems to be saying, it is a 

thing she bought in Grindlewald. When she says, she's not sure 

what it is, she seems to mean that she's not sure of the name of 
the IOleo 

Richard, a 63-year-old civil servant in Area 3, similarly 

identified an object with a place when he introduced a carved 

wooden head by saying, "We brought that back from Austria didn't 

we? " 

Brenda, his wife -a retired school teacher, agreed and later 

said it was, "just the local thing, you know, the local 

souvenir. " 

While 'souvenirs' of places were a real category, the very 

important word 'just' once again indicates that a relatively 

lowly status was attached to them - at least in the context of 

the interviews where 'art' was usually assumed to be the subject 

of attention. 

In only two houses in Area 4, objects were introduced 

specifically as mementos of places - or visits to places. They 

were pictures and the introduction of them as mementos was 

coupled with allusions to their existence as pictures. 

Two married doctors had a reproduction of a period engraving 
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of Amsterdam (Illus. 304/4). 

"And this one? " I asked as we approached it. 

"That's another memento of Amsterdam. We got a couple of 

those, " said the man. 

His wife continued, "They had lots and lots of reproductions 

of old prints in the university bookshop. That's where we got 

it. " 

In the other house, Ann said of an original oil painting of 

Venice (Illus. 308/4), "This is a memento of our trip to Venice 

- it is an original. " 

Of a reproduction of an oil painting (Illus. 309/4) of Paris, 

she said, "That's a copy. That's just a memento of Paris. " 

Ann used the term 'copy' to indicate that it was a 

reproduction. Once again the word 'just' (apparently meaning 

'merely') is indicative of a memento having a low status. In 

this case, the reference to it as a memento also seems to 

excuse it not being an original. 

In all these cases the existence of the pictures as mementos 

was accompanied by a concern with their characteristics as 

pictures. 

Pictures: Contribution to Decor 

People sometimes said that they liked particular pictures 

because they contributed to the appearance of the room they were 

in. These were not always very convincing reasons, sometimes 

seeming to be ways of resolving my enquiries in relation to 

pictures about which people had little to say. Pictures said to 

be valued primarily for such reasons were usually not valued 

highly as pictures in themselves. They were often not taken very 
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seriously. 

Indeed, there was sometimes embarrassed laughter from people 

who said their pictures were liked principally for the 

contribution they made to the decorations. It was felt to be 

wrong. 

In Area 4, Ann said, "Sometimes I must admit to choosing 

pictures that do go in a certain room. I know you shouldn't buy 

pictures with the object of them going with your room - but I do 

think some do go in a certain room and some don't. " 

It seemed that there was a widespread belief that pictures 

should be more important than the decorations - that their 

characteristics should not be dictated by the decorations - but 

it was not always acted upon. 

There were three main contributions that pictures were said 

to make to the decor. They occupied spaces; they contributed to 

the colour scheme; they contributed to the identity of specific 

kinds of rooms - rooms used in particular ways. 

The idea that spaces on walls had to be filled with something 

was common. It was not something that had been considered much. 

Filling spaces was just something that you did; and pictures 

were one way of doing it. Blank walls were said to be boring, 

they needed to be relieved in some way. 

Richard, in Area 3, referred to an etched image on copper, of 

old Newcastle taken from a period print, as a 'knick knack', 

indicating that it was not important as an object. The term 

'knick knack' was encountered on a few occasions. It had a 

pejorative connotation which signalled that an object was 
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inexpensive, unimportant, probably an ornament to occupy the 

walls. 'Knick knacks' usually had some novelty dimension. In 

this case it would be the copper surface. 'Knick knacks' was, 

perhaps, an Area 3 name for a lot of the novelty objects more 

common in Areas 1 and 2. 

Richard obviously thought of this 'knick knack' as a part of 

the decoration of the room. "I tend to think that sort of thing 

would go better in threes. It would probably look nicer if it 

was in some place where you could put three together. " 

Statements about the colours in pictures in relation to the 

decor were common. Peter and Judith in Area 3 had no hesitation. 

"If we bought a picture for the chimney breast which we've been 

thinking about, the colours would have to match in with the 

colour scheme, otherwise we wouldn't buy it, " said Judith. 

"I think you'd probably find we buy most of our pictures to 

match the rooms, " said Peter. 

They had a reproduction of a Lowry in a brown mount 

prominently placed. The walls of the room were also brown. 

Judith explained that if the Lowry had had a blue mount, they 

wouldn't have bought it because it would not have matched the 

colour scheme. Such an uncompromising prioritisation of the 

appearance of the room over the pictures was unusual. At least, 

the expression of it was. 

There were particular expectations of particular rooms - 

existing notions of what a kitchen should be like, a dining 

room, a breakfast room and so on. There was little doubt that 

these existing models influenced the nature of the objects hung 

in particular kinds of rooms. They were to some extent chosen as 
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being 'right' for the uses to which rooms were put. 

"They're too plain, you know, they're too black and white. 

They're ideal for a staircase, " said Mrs V of two pen drawings 

(Illus. 310/3 and Illus. 311/3). 

Mr and Mrs K had a watercolour in their breakfast room 

(Illus. 312/4). 

"It's a pleasant thing to have and we thought it would fit 

nicely in this room, " said Mrs K. And yet she thought, somehow, 

that it was not really right to use pictures like that. 

"Even the colouring. I think, " said Mrs K. "I know that I've 

always thought that people who choose their pictures to suit the 

wallpaper were rather superficial - but I can remember looking 

at it and thinking that it would go... That it wouldn't jar when 

you get up in the morning and come down to breakfast. " 

It was significant that the picture was in a breakfast room. 

As with kitchens, there were fewer pressures associated with 

what was on the walls in such rooms. Mrs 0 said she did not put 

pictures on the walls of her kitchen in Area 4 because, "A 

kitchen is a kitchen. There's enough visual barrage. " 

"But you've got things here haven't you? " 

"Yes but we haven't got formal paintings, though, is what I'm 

trying to say. It's a sort of ever-changing ... I tell you what 

I've got. People keep sending me postcards. " 

'Formal paintings' would be something like 'arty art' - 'real 

art'. 

The tapestry of peasants feasting (Illus. 165/4) which Dr H 

valued for its associations with his childhood, was in the 
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dining room. 

"We keep this one here because they're eating. You see 

they've got a shoulder of lamb, " he said. "Well, we don't want 

to hang anything on the walls that would put us off our food. " 

Mr and Mrs H had some pressed flowers that they had brought 

back from a holiday. They explained that they would not usually 

bring that kind of thing back. 

"You sound fairly dismissive of them, " I said. 

"They're really more of a bedroom decoration, " said Mr H. 

"Yes, " said Mrs H. "They're the sort of thing you'd normally 

put in the guest bedroom or along the corridor. " 

The prime locations for pictures considered important were 

the lounges, living rooms, sitting rooms, by whatever name. It 

was here that the pictures most valued as pictures were hung; 

the 'best examples of art' to quote the doctor. 

Functional and Pseudo-Functional Objects 

Useful Objects 

Functional objects were generally straightforwardly 

introduced by their utilitarian titles. Mirrors, clocks, 

barometers and calendars were sometimes said to be liked because 

they were useful. 

But more often than not these objects had additional 

significances. 

Objects as Artifacts 

Sometimes objects were enjoyed for their visual qualities. 

Often this was registered simply by assertion that things were 

'good antiques' or 'nice pieces'. This implied more than the 

idea that they were thought to be visually interesting or well 
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made. It registered them as being old and, most of all, it put 

them into a category of authenticated objects. They were 

examples from the world of 'antiques'. Just as their paintings 

had significance beyond their homes, so their utilitarian 

possessions were part of a recognised terrain which had its own 

literature, journals and experts. Sometimes the period of an 

antique would be mentioned or the name of a pottery. 

Mr and Mrs O's pleasure in a mirror which hung in their hall 

in Area 4 showed a combination of concerns with it - but most of 

all it showed an enjoyment of it as a unique artifact. 

Mr 0: The mirror is terribly important here. 

Mrs 0: I love the mirror. We both love it. My husband found it. 
We spent a whole two days with a tooth brush cleaning it up. It 
was in a really terrible state. 

C. P.: Why is it so important? 

Mr 0: Because I think it's very attractive. 
Mrs 0: Even though it took two men and a lot of rawl plugs to 
get it up on the wall. (Laughter) 

C. P.: So it isn't just a functional thing? 

Mrs 0: No. 

Mr 0: No. 

Mrs 0: I really like it. It's been in every house we've been in. 
It's always looked right wherever it's been, hasn't it? 

Mr 0: Yes. It's the only dark thing we've got in the whole 
place. It's very formal, isn't it. 

The memory of renovating the mirror is a large part of its 

importance. A lot of pride and significance is attached to that 

activity. The pride is in the fact that Mr 0 had the vision to 

spot the merit in a dilapidated object. They were then both 

creative in the hard work necessary to bring it back to its full 
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quality. They were prepared to undertake painstaking work to 

achieve a mirror of aesthetic quality - and one that was unique 

- rather than buy a functional mirror 'off the peg'. Part of the 

aesthetic value in the object was theirs. 

Objects with Associations 

Sir G showed a similar, and more informed interest, in a 

mirror and two girondelles in explaining to me that they also 

had associations for him with his grandmother. 

"I can remember them when I used to go and visit my 
grandmother and they were being thrown out when she died and 
I was only a boy and I was so cross because I liked my 
grandmother - she cheated when she played games with me. I 
created hell. Of course, they were very difficult to move and 
the wood in all these mirrors and girondelles - this kind of 
woodwork is very brittle and it doesn't travel well and it 
was very badly broken. And I had them repaired and reguilded 
about two years ago. " 

Dr H said of a ceramic dish, "Of course, a lot of these 

things have memories of some kind attached to them, some 

particular significance other than their simple value or 

decoration. " 

Here, while confirming the significance of associations, the 

doctor uses the word 'value' which, in that context, seems to 

mean financial value. It was a relatively rare public allusion 

to financial value, the more convincing for being stated in 

passing. 

The same doctor had a sabre hanging on the wall at the foot 

of the stairs (Illus. 313/4). Associations played a large part 

in its significance, but it combined a number of uses. 

He volunteered, "That's... We tell everybody, probably quite 

erroneously, that it's great great uncle's sabre that he carried 

at the Battle of Leipzig. There was a great great uncle and he 
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was killed at the Battle of Leipzig but whether that was his 

sabre I've no idea. " 

"I like it because it suits that bit of the wall. It's a fine 

piece of workmanship, and it's a reminiscence of the... of our 

background. It's a subject of conversation. " 

The object contributes to the decor, it is liked for its 

workmanship. Although it was identified as a sabre extrinsic 

characteristics were obviously very important. It was not just a 

sabre. Whether or not the story of the great great uncle was 

'erroneous', it has been perpetuated and, even in jest, reminded 

the family that it realistically had such a tradition - one that 

resonated of gallantry and officer status. These qualities were 

embodied, not in a replica, but in a genuine sabre. The family 

had impact on the real world. The sabre not only reminded the 

family of these things but, as a 'conversation piece' it 

declared them to outsiders. In this respect it was like Mrs J's 

architect's drawing of her house (Illus. 153/4). 

Like Mr and Mrs O's mirror, a collection of ceramic tiles on 

the wall of a hall in Area 3 were combining a contribution to 

the appearance of the house with the embodiment of memories. 

They belonged to Richard and Brenda who explained that they were 

tiles that they had brought back from the various places they 

had visited. They listed Assissi, Venice, Vallauris and Malta. 

Brenda said, "I don't particularly like the ones with writing 

on. " 

"No. It does look more like a sort of gimmicky gift where 

it's got the writing on, " said Richard. 
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They explained that they'd wanted to get one from Austria 

without writing on it but had to settle for one with writing 

because those without were 'about ten times as expensive'. 

Richard said, showing a characteristic male involvement in such 

matters, "I think at the moment they're in a slight sort of 

pattern. I think really they'd be better disarranged. I don't 

like that line on the bottom. Perhaps that one could have gone 

down there and that one up there. " 

They intended to continue with the collection. The 

significance of holidays in relation to the purchase of things 

to hang on walls has already been mentioned. What is, perhaps, 

most interesting is the dislike of 'gimmicky' gifts, which are 

identified with having writing on them. 'Gimmick gifts' are 

close to 'knick knacks'. 

While bringing back souvenirs from holidays is a recognised 

practice in Areas 3 and 4, they should not look like souvenirs. 

To own something that is known and made as a souvenir is frowned 

upon. Souvenirs should be things that have a personal 

significance and which the purchaser turns into a souvenir by 

personal decision in the act of acquiring it. This does not 

alter the fact that many objects were almost certainly bought 

from souvenir vendors. The point is that it shouldn't be 

obvious. Many of the objects in Areas 1 and 2 would be frowned 

upon by people in Areas 3 and 4 for these reasons. 

Functional Objects: Contributions to the Decor 

As has been seen, functional and pseudo-functional objects 

were often said to be liked for their contribution to the decor. 

It was more common to talk about this kind of object in that way 
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than pictures which reflected the fact that pictures were 

thought to have a higher status as independent objects. 

As with pictures, functional and pseudo-functional objects 

were said to contribute to the appearance of rooms in three main 

ways. Objects filled spaces; objects 'went with' or 'matched' 

other objects in colour or material (ceramic plates were often 

mentioned in this way in Area 3); objects helped to confirm the 

identity of a particular room or space. 

Thus, barometers and mirrors were common in halls and valued 

because they confirmed that expectation. They helped to make 

halls 'hall-like'. 

Of one clock whose face was a ceramic dish, Richard said - 

"Well, to me, it is very 'kitcheny'. I like the flowers and 
it is very functional. It could go here or it could go next door in the kitchen proper but I would think this was the 
ideal place for it - like a breakfast room. " 

Like Andrea in the Fine Art Sample, Kate in Area 3 saw 

objects in a room as part of a totality. When asked what objects 

on the walls were most important to her, she replied - 
"I suppose the things that give me greatest pleasure are some 
of the things I've put on the shelves and the way I've 
arranged them. Like the bread board, things like the stone 
bowls, one of which I bought in France -I like stoneware - 
and I like the colours and textures of the shelves. " 

Kate was extending beyond the objects hanging individually on 

the walls. There was no apparent distinction for her. Everything 

contributed to the totality of the room. 
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Five Watercolours and a Screenprint in Area 3: Susan and Kevin 

Both Susan and Kevin were PhDs. A married couple, they were 

in their thirties and lived in Area 3 with their young children. 

We were in their living room. It was the characteristic 

bay-windowed front room of a semi-detached house. The living 

room ended at the rear with sliding glass doors to a dining 

room. 

Hanging on the walls were five watercolours and a 

screenprint, all originals. 

Starting at one end of a wall with the intention of working 

systematically round the room, I began the discussion by 

pointing to a watercolour. 

"Could we start here with this one? Could you tell me what 

that is? " 

Susan intervened. 

"Would it be - sorry to interrupt - but would it be any help 

starting from the order of acquiring them? That makes sense to 

me actually. " 

She had a grasp, not only of the interview situation but of 

things in her life; of sense. It was important that things made 

sense. What made sense to her in this context was the 

chronology. The pictures had an order. They measured and marked 

off her life - the life of her family. 

"Where would we start then? " 

Susan turned to an original screenprint numbered 36 from an 

edition of 100. Framed in aluminium strip, it represented a view 

of Durham (Illus. 193/3) and hung on the chimney breast. She 

started off as if addressing it. Her words were about her life. 
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"Umm... We've lived here ten years and when we came here we'd 

lived in America so we'd nothing to put on the walls or 

anything. " 

There was a trace of a Northern accent, but not Geordie. 

"We were both at the University in Durham so Durham City has 

a special significance 

get that? " 

Travel, education. 

place that marked both 

learning. 

Kevin answered, "It 

"Yes. When we first 

for us, and... How long afterwards did we 

Durham was not any place but a particular 

their personal lives together and their 

was about two years at the most. " 

came here we'd no money, " Susan laughed, 

sharing with me an 'understood' attitude. Her laughter 

continued. "So things to hang on the walls came fairly far down 

the list of priorities of course. But this was the first one we 

got. " 

'Of course' setting up home with a young family and a 

mortgage is a struggle that everybody 'obviously' has, but with 

the right priorities - bricks and mortar first, a roof over your 

head, before less tangible things like pleasures - you will 

always win through. This was all 'common sense'. 

There followed a discussion of the picture. They told me the 

name of the artist. Susan explained that the most important 

thing about it was that it was of Durham. Kevin identified it as 

a limited edition print and said, because of that, they thought 

they were not wasting their money since it might increase in 

value. 
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When conversation on the picture dried up, Susan said, "Well, 

all the other pictures we can talk of together because they were 

all acquired from the same source and they are all pictures of 

the same part of... " 

"They weren't all from the same source, " Kevin objected. 

"They're all from the same part of England, but they're two 

different artists. " 

Not only were these pictures of places but the places were 

part of England. 

After chronology, what 'made sense' to Susan about the 

pictures was the places of acquisition. To my eyes, the 

watercolours seemed to divide into two groups - Illustrations 

314/3; 315/3 and 305/3 were apparently painted by a different 

artist than Illustrations 316/3 and 317/3 (I put the former in 

Category 6a and the latter in Category 3a). 

Kevin's remark indicated that he was conscious of these 

differences between the pictures as made images. 

"Oh yes, " said Susan. "But I mean, we acquired them in 

the... My parents have a caravan in the Yorkshire Dales, near 

Grassington, if that means anything to you, and they've had it 

for eight years and we've been there at least once every year. 

Usually more often. And we've frequently been there in August 

when they have the... What do they call it? " 

"Well, they just have a local arts festival exhibition, " said 

Kevin. 

"And they have paintings, " continued Susan. "They have 

various craft works as well as paintings but the paintings are 

the major part. And all but one of these five pictures we bought 
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- not at the same time but over the years. I mean, I couldn't 

tell you exactly when we bought them now, but over the last 

eight years. And we bought these two smaller ones first. They're 

both by the same artist who lived in Grassington itself and this 

one. .. where's this one of? " 

"It's Willstone, isn't it? " 

The pictures were the places. 

"That's right, " said Kevin. "It's of a hamlet called 

Willstone between Grassington and Skipton. " 

The location was precise. A place on a map. 

"And we bought these two together. " 

The pictures were an occasion; a shared event. 

"They're by a man called Ted Gower, " said Kevin, again 

turning the discussion towards the pictures as made images. 

The antique clock in the dining room struck the hour. 

"He does a lot of pen and ink drawings, doesn't he? " 

"Pen and ink and watercolours, " said Kevin. 

The pictures were made by a particular artist in a particular 

medium. They were art. 

"I prefer watercolours to oils. As you can see, we have no 

oil paintings in here. We haven't anywhere else either. I 

definitely prefer watercolours. " 

"That's cos you can't afford oil, " laughed Kevin. 

"Well, no, " said Susan hurriedly, "No, it's a definite 

preference that I've had for many years. I think watercolours 

are softer and gentler. Most oil paintings don't appeal to me. 

So when we've gone round this exhibition at Grassington I've 
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tended just to have a quick glance at the oils and move on but 

stay and linger over the watercolours. " 

Susan explained that they had paid £25 each for the paintings 

by Ted Gower (Illus. 314/3; 315/3 and 305/3), but this had been 

a few years ago. She explained, he was now selling work at about 

C40 to £50. 

"Why do you like those? " I asked. 

"Well, they look right actually. I mean, they're reasonably 

accurate representations in the buildings and the detail, " said 

Kevin. 

"That part of the country and the buildings in that part of 

the country appeal to us, " added Susan. "And the softness of the 

colours. There's nothing harsh about them. " 

The pleasure was in the location depicted realistically, but 

it was a reality rendered soft and lyrical. 

"It's important to you that they were accurate 

representations. If you'd had photographs of that place would 

that have... " 

"No, " said Susan positively. "We can talk about that, because 

that one carries on actually. " 

Susan turned to another watercolour (Illus. 305/3), which she 

thought was next in the sequence. She explained that this 

picture was not an accurate representation. She told of how the 

picture was of a pub in Linton that they had visited as a 

family. (Susan's account of this has been given earlier. ) She 

was explaining that the picture was valued for the place 

depicted, a place where they had spent happy times, despite the 

fact that it was not 'accurate'. 
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"It is slightly inaccurate. I think the main thing is the 

amount of water in the stream. " 

"No, the bridge isn't quite right, " said Kevin. "You can't 

stand there and get the view of the pub. It would be partly 

obliterated by that tree there. In fact the pub would be farther 

over there if you were stood in the right position relative to 

the bridge. So, in effect, the bridge has been moved in a little 

bit. " 

"Does that irritate you at all? " 

"No. But what we're saying now in answer to an earlier 

question is that we have various photographs. Kevin used to take 

a lot of photographs. We could if we'd wished have taken one of 

his good quality photographs - not a happy snap - and had it 

blown up and put it on the wall, but that wouldn't have been as 

nice as a proper painting. " 

"Well photographs are very clinical in a way, " said Kevin, 

"although you can get some nice effects with photographs. But a 

photograph's a photograph. There's not a human being in it apart 

from the guy who's behind the camera. " 

We moved on to the two watercolours signed EJW Prior 

(Illus. 316/3 and 317/3). 

Susan told of how they had argued about the 'snowy scene' 

because the previous winter had been very snowy and she'd had 

enough of it without having to live with it all the year round. 

However, she had taken a liking to the pictures and they had 

agreed to buy them both. 

"It's got the right sort of atmosphere about it for that part 

433. 



of England, " said Kevin about Illustration 316/3. "Although 

technically it wasn't Wharf Dale, it was a different Dale. It 

has a certain character about it. If you were to walk out of a 

pub at night there on your own and walk down the street - that's 

what you'd see. " 

Atmosphere, character, realism. 

Kevin imagines walking out of the pub alone. The 'atmosphere' 

includes the notion of being alone with nature. Alone under the 

sky. 

a 

434. 



CHAPTER 6 

The Working Class Areas 

Art: An Unrepresented Grand Authority 

People in the working-class Areas rarely spoke of the objects 

on their walls as part of the public world of art. When, 

occasionally, individuals did refer to pictures in that way it 

was usually with uncertainty, and seemed to be a product of the 

interview situation. The fact that people were not accustomed to 

thinking of their possessions as part of the world of art was 

not only apparent when they were directly saying whether or not 

they thought of them in that way; it showed in all aspects of 

the ways in which objects were used and talked about. 

For the most part art was thought of as an existing category 

of objects - mainly old paintings by old masters - which, though 

accepted as important, had little or nothing to do with their 

way of life or interests. 

This dissociation from high art meant that most of what was 

said in response to my questions on the subject was for my 

benefit. Talking about a foreign domain, people negotiated the 

situation as best they could. Unlike other groups in the Survey, 

when the people in Areas 1 and 2 talked about art, they were 

rarely defining their own possessions, but the possessions of 

others. They were discussing an absence. Much of this chapter is 

taken up with detailing that absence. 

Interestingly, while art was absent it was usually referred 

to positively, except for 'modern art' which was consistently 

rejected in a negative way. While the art of the art world was 

absent from their homes, and no interest was taken in it, it 
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remained a distant authority. 

But the term 'art' has many uses. There were two men who 

thought that all products of creative acts were art - including 

all the furniture in their homes. Some associated art with 

'hand-made' things. There were also occasions when the question 

of whether or not possessions were art was past and, perhaps, 

people became more confident that I was not there to pass 

judgement on their possessions as a member of the fine art 

establishment, that the term 'art' was deployed in a more 

relaxed way. Then, instead of being associated with 'great art' 

- 'masterpieces' - it was used as a general term in recognition 

of hard work carried out with care and diligence. In this usage 

the work of relatives and friends was sometimes talked of as 

'art', precisely because the 'artist' was untrained and had to 

work so hard to achieve a result. 

The distinction is, perhaps, related to that between the use 

of the word 'art' in its earlier form as 'skill' and its later 

use to signal status and special value (Williams 1980). 

But it is not as simple as that. The use of the term 'art' in 

relation to objects made by friends and relatives did not only 

embrace the idea of 'skill', it was more associated with 

achievement. The word 'art' was being used as a recognition that 

someone, without existing professional skills, had worked hard 

and taken time to produce something commendable. 

Art: An Absent Body of Great Works Defined Elsewhere 

The following is an extract from an interview with a young 

woman who had bought an original painting from a Sunday market 
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stall. The work depicted a dog wearing a clown's nose, a bow tie 

and a top hat. It was framed and signed 'Bevafichi' (Illus. 

18/1). She had made clear that she did not think of any of the 

objects on her walls as art. 

C. P.: Can you say when a picture is art? 

Mrs R: I don't know. I always think of the Mona Lisa. 

C. P.: Why should the Mona Lisa be art and not your Bevafichi? 

Mrs R: I don't know. 

C. P.: Would you rather have the Mona Lisa on your wall? 

Mrs R: No. 

C. P.: Does that mean that you think Bevafichi is better than 
Leonardo? (My assumption that she knew who had painted the Mona 
Lisa was not tested. ) 

Mrs R: No. These are the things I hang on my walls. 

Mrs R more than holds her own in the face of my art world 

obsessions. Her last statement registers clearly that she thinks 

of art as something else -a different domain to that of the 

things she hangs on her walls. She is not drawn into saying that 

Bevafichi is 'better' than Leonardo, preferring to imply that it 

is not a question of 'better or worse' but of two unrelated 

subjects - art and what she hangs on her walls. 

It is nevertheless the case that both the Mona Lisa and her 

Bevafichi are pictures. There are plenty of cheap reproductions 

of the Mona Lisa. They would cost a lot less than the £10 she 

paid for the Bevafichi. She prefers the Bevafichi on her wall 

and is prepared to pay for it. For the uses to which she is 

putting this picture, Bevafichi is better than Leonardo. In 

terms of her way of life and values, Bevafichi is better than 

Leonardo. 
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Mrs R's is a characteristic acceptance that art consists of 

indisputably great works whose defining qualities are a mystery; 

an acceptance of the existence of authoritative standards based 

on foreign criteria arrived at independently of the meanings and 

the values indigenous to her own situation and life experience. 

There is also the implicit acceptance that her own possessions 

(her own taste; her own values) are not eligible for 

consideration as art. 

When I asked Mrs Y, a woman in her seventies, whether she 

thought of any of the objects she'd shown me as art, she only 

mentioned the clock (Illus. 318/2) which she said was 'a bit 

artistic' because it was 'supposed to be a sunrise'. To say 

something is 'a bit artistic' is not to say it is art. What she 

thought might be artistic was probably the 'creative' 

elaboration on the basic shape of a clock. It was, perhaps, also 

connected with a vague association of sunrises and sunsets with 

art. Most of all it was probably simply 'something to say' to 

satisfy my question. 

She had an original oil painting on her wall, a portrait of 

her granddaughter made by a relative (Illus. 22/2). I asked her 

why she did not think of that as art. 

"Well, the painting is ah... yes. I think it was very good 
for... Because he wasn't really a painter. It was just that 
when he was a young lad he went to classes for painting and 
things, and I think he just took it up from then. But he 
hadn't done anything for years until he retired you see. Then 
he thought, 'Well, I'm going to have time on my hands', so he 
got himself an easel and all sorts of things and he had a 
shed in his back garden. He used to do the painting through 
the day when he fancied it. It took him a while to do it. He 
never hurried hisself, you know, it was just to pass his 
time. But I never thought it would turn out as good as that. 
I think it's very good. It's nice. I like it. It's something 
to remember her by in her college days, you see. " 
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"But when I asked you if you thought any of the things were 

art, this one didn't come to mind. " 

"Well, of course, the painting is art like, you know. But 

with him being an amateur, I 
)didn't 

think it was really what you 

could call art. It would be art in his way like, you know. " 

When pressed, Mrs Y affirms that the picture is 'art' in the 

neutral sense of a set of skills and practices - as a painting - 

but she cannot envisage the possibility that it could be 'art' 

in the vague and undefined sense of 'high art'. She was 

obviously very enthusiastic about the painting. But she took it 

as read that no painting made by a relative of hers in his spare 

time could be art. She did not see herself as being in a 

position to decide that her painting was art. Even if her 

relative. the artist, thought of it as art, it wouldn't actually 

be art - not real art. 

Mrs R and Mrs Y are typical in their view of art as an 

assembly of objects which occupy another world. It is noticeable 

that, although that other world is described as an authority 

which, without explanation, occupies a superior position and 

situates their possessions in a demeaned relationship to it, 

there is no attack on the world of high art. This might be 

attributed to the interview situation. To have attacked art 

would have been to attack me. But this did not stop people 

attacking contemporary fine art - and I was probably more 

closely associated with that. The basic reason seemed to be that 

people did not perceive any injustice in the situation they were 

describing to me. They believed art to be superior even though 
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they did not know why. Furthermore, there was no real evidence 

of an active dislike for the particular images of high art that 

were thought to constitute that world, the world of the 'old 

masters'. Indeed, as we have seen, a few households contained 

one or two - though they were not being used (or recognised) as 

art objects. The rejection was not so much of the objects as the 

way of seeing that was necessary to perceive them as art; the 

kind of knowledge from which the capacity to see them as art was 

inseparable. 

Finally, even if they had perceived an injustice they were 

not equipped with the knowledge of art to be critical of it. 

Their interests had not motivated them to obtain such knowledge. 

They felt equipped to attack contemporary art - because 

everybody felt so equipped. You didn't need knowledge to make 

the 'modern art joke'. The press and the media have all played 

their part. The 'modern art joke' was shared across all parts of 

this Survey except the Fine Art Sample. But Leonardo was not a 

shared joke; of no interest, certainly, in the working-class 

Areas, but respected nevertheless. 

A Disinterest in Art World Knowledge 

People had rarely concerned themselves with those aspects of 

pictures which are essential to their identities as art in the 

fine art world. Who pictures had been made by, for example, was 

not of consequence unless the artist was a friend or relative. 

The authors of pictures were anonymous. Very few of the people 

interviewed said they visited art galleries. For most of them, 

the last time they did so was as part of a school visit. Some of 

them said they visited galleries during holidays but some of 
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these said that this was only when the weather was bad. (The 

importance of holidays and day trips, both as occasions for 

buying things to hang on walls and for visiting art galleries, 

even if under duress, is worth noting. ) 

The few pictures in Areas 1 and 2 which were well established 

as works of art in the art world were not being used as art in 

these homes. One man with a reproduction of Constable's 

'Flatford Mill' said that he thought it was art and that was the 

only convincing case of an old master being thought of by its 

owner in that way. Indeed, it was the only case of a person 

naming correctly the artist who had made a picture - other than 

those cases where the artist was known personally. 

A more typical position was that of Eileen to whom I talked 

about a reproduction of Constable's 'Cornfield'. 

"Can you tell me about that one? " 

"You mean how I came to get it? " Eileen asked. The assumption 

may have been a product of the sequence of questioning that had 

tended to be established in discussing previous objects. But the 

way in which things were acquired was a prominent part of the 

identities of many of the objects and this did appear to be the 

major identity for the picture in the setting. It was a gift. 

"We've got friends who come from Scotland, " Eileen continued, 

"and they bought it for us, you know. " 

"Do you know anything about it? " 

"No. I don't really know anything about it. Just, like, what 

I can see in the picture. " 

It was one of those occasions when it seemed necessary to say 
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more. 

"It's by John Constable, " I said. "Have you heard of him? " 

"Eee, I have. How did you know? " 

"Because I recognise it. It's in the National Gallery. " 

Obviously, Eileen had not been living with a John Constable 

on her wall. Her relationship with the object did not include 

that dimension. 

It was common for surprise to be expressed when I drew 

attention to a signature or a label on a picture. On these 

occasions the presence of signatures was vaguely associated with 

notions of monetary value. 

"Do you know who painted it? Is there a name on it? " I asked 

Nellie of a reproduction of an oil painting (Illus. 43/1). 

"I don't think there's any inscription on it at all, " she 

said confidently, "I think it's just one of those cheaper 

things. " She leaned nearer to the picture. "No, there's nothing. 

There isn't even a name of a... Oh! There is a name on it! Look, 

just there. " 

Nellie's association of a signature with value indicated an 

accompanying lack of concern with distinctions between 

reproductions and originals. If it had interested her to know if 

the picture was an original or a reproduction she would have 

known it clearly as a reproduction. If she had known what a 

reproduction was she would presumably have also known that a 

signature in a reproduction has little to do with its price. 

Such ways of thinking about and using pictures were foreign to 

her - irrelevant. 

People in Areas 1 and 2 also had little interest in the media 
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in which pictures were made - at least in the sense that this 

would be understood in the art world. 

When, for example. I asked Charles (aged 70) why he had said 

he liked an image of a knight etched into steel (Illus. 276/1) - 

an unusual admission from an older man in Area 1 of an interest 

in what was on the walls - he said, "It's out of the run of the 

ordinary photo. " 

Charles was interested in the materials from which the 

picture was made but this interest was in how unusual or 'novel' 

they were. It had little to do with the art world concept of a 

'medium'. The term 'photo' was often used as a general word for 

a picture -a depiction. 

Later in the conversation with Eileen, the woman with the 

'Cornfield', I asked her directly if she would describe any of 

the objects on her walls as art. "Probably just these two, " she 

said tentatively. She was referring to the reproduction of the 

'Cornfield' and a reproduction of a painting signed De Bias of 

horses running (Illus. 246/2). They were two very different 

images. My earlier remarks about the Constable (when I had told 

Eileen who it was by and that it was in the National Gallery) 

had almost certainly influenced her in telling me that she 

thought it was 'probably' art. 

"Why do you choose those? " I asked. 

"I don't know. They look like proper paintings. " 

Her words suggest that she was identifying a foreign 

category. She was not personally designating these pictures to 

be art. Nor did she know them to be art. She was saying that 
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they looked like the sort of paintings that probably were 'art'. 

It was a guess at the answer to a question of fact - not a 

decision on a matter which she was competent to judge. 

A 'proper painting' was probably the kind of picture that has 

been presented as such on television o 

galleries visited as a child on school 

something as nebulous as the 'aura' of 

dispelled in reproductions as Benjamin 

be. 

To qualify, a picture has to have a 

r, perh 

trips. 

a work 

(1973) 

degree 

3ps, in art 

It may depend on 

- not totally 

believed it would 

of substantiality 

- oil paintings epitomise the notion, although they would not be 

known as oil paintings. They need to be framed appropriately and 

to resonate of that vague realm of 'art' in which Sally had 

placed the Mona Lisa. 

Just as the weapons in Areas 1 and 2 evoked a vague notion of 

history but were not there as specimens of armour, so 'proper 

paintings' had resonances of 'art' but were not present as 

examples of it. 

The same vague and distant relationship to 'art' was 

indicated when I asked Mabel and Charles if they would describe 

any of the objects on their walls as 'art'. 

"Not really art, love, no, " said Mabel. 

"No, " said Charles. 

"Not from what little we've seen of art. No. " Mabel 

explained. 

Mabel repeats the view of art as a domain about which she is 

not knowledgeable and which exists independently of her. She has 

no part in its definition. When I asked her what 'real art' was, 
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she spoke of stained glass and paintings that she'd seen on 

television. Asked why she thought these were art, she said she 

thought it was because of the workmanship that had gone into 

them. 

"A thing done well is worthwhile, you know, when you look at 

it. " 

Art as Absent Hand-Made Things 

Importance was sometimes attached to objects being 'hand- 

made' if they were to qualify as art. This was associated with 

the length of time, the amount of labour and the difficulty 

involved. 

I asked Mrs W, the 32-year-old woman on the council estate 

with the two Laughing Cavaliers and the copper finished pebble- 

dashed wallpaper, whether she would describe any of the objects 

on her walls as art. 

Mrs W: Art?... Not really... Nothing... (very thoughtful)... 
although I suppose art comes into a lot of things. The picture 
certainly isn't because it's just a picture that's taken 
(reference to a reproduction of, a photograph; Illus. 51/2), so 
there's nothing went into making it is there? It depends on what 
you mean by art - to me - it depends on what you mean. 

C. P.: Yes, sure, I'm interested really in what you think. 

Mrs W: Well I wouldn't think there was anything here that was 
hand-made - they're all mass-produced aren't they, really? 

C. P.: So that would be an important characteristic of art for 
you - being hand-made? I mean you said that that wasn't (Illus. 
51/2), that the picture couldn't be art... 

Mrs W: Well it hasn't been painted has it? 

C. P.: So you think the fact that it hasn't been painted by hand 
excludes it from being art? 

Mrs W: Well, if you have an exhibition of arts and crafts, they're all hand-made things aren't they. And I don't think you 
can find anything really here that's hand-made. To me they're 
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mass-produced. You see, when you talk about art to me I would 
say what would go into an exhibition of arts and crafts is what 
I think of as art. And to me they're all to do with great care 
and patience and skill - and there isn't anything hung in here 
like that. 

Mrs W deploys an institutional definition of art. She states 

a matter of fact. There was no regret in her voice. The 

definition of art as hand-made things was provided for her. It 

was a matter of simple observation that the objects she chose to 

surround herself with were not hand-made and were, therefore, 

not art. She was unusual in having concerned herself so closely 

with how they were made. Mrs W includes the notion of skill as a 

characteristic of art, so it might not be quite as simple as 

merely being hand-made. It would be interesting to know whether 

she thought of Mrs Y's portrait of her granddaughter as art. 

Like Mrs Y herself, she might have discounted it. 

There were occasions when people, usually diffidently, said 

they thought individual objects that they owned were, or might 

be, art because they were hand-made. These were not always 

pictures. Mr and Mrs M, the couple with the reproduction of the 

Stubbs painting, thought what they called the 'Samurai plate' 

(Illus. 319/2) and the Doulton plate (Illus. 219/2) were art 

because they were hand-made (or appeared to them to be hand- 

made) and the picture on the Doulton plate had been 'hand 

painted'. Although they did not volunteer the idea, they did 

later say that the Stubbs was art but this was when I asked them 

specifically if they thought it was. There was little indication 

that they habitually thought of it that way and they did not 

know who had painted it. 
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These were unconvincing as indications of their 'normal' 

relationship with these objects and were not supported by 

related knowledge of these or other objects in art terms. The 

reference to the 'Samurai plate' was based on the low relief 

image in the centre and not on knowledge of its origins. 

Art as the Product of All Creative Acts 

Two men in Area 2 thought of art in very broad terms. They 

said they thought that everything was art. By this, it seemed 

that they meant that all creative acts resulted in art. Mr E 

said that all the objects on his walls were forms of art. 

Elaborating on this, he said that hanging a picture on a wall 

was, itself, 'a form of art'. Highlighting a picture with 

lighting in the room was also a form of art in his view. The man 

was an electrician and this might have made him conscious of 

lighting as a design activity. The essential element here seemed 

to be a notion of art as any form of creative act. 

Mr G. however, was prepared to distinguish between kinds of 

art and was unusual in Areas 1 and 2 in expressing some detached 

opinions on the pictures in his home - for which he said his 

wife was responsible. 

He was at first not inclined to think of the objects and, in 

particular, the two pictures (Illus. 243/2 and Illus. 40/2) as 

art. 

"Why not? " I asked. 

"Well, by saying that... I would say 'art' but... I mean 

everything is art isn't it? But I don't think it's top 

professional art at all. It's commercialised art. You know, 

where they do something like that which looks pitiful - the eyes 
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look pitiful, and they exploit the thing. " 

"So you think the people who make these pictures overdo the 

pitiful... " 

"Yeah. I've got another view on that because I notice that 

these sort of things, like, are pity - and the other one is 

something that you could never reach; beautiful landscapes. 

Somewhere they'd never be able to afford to go. They know what 

they're doing because they're selling them. It's either exotic - 

something you couldn't get - or this pitiful eyes... poverty. " 

It is noticeable that Mr G retains a detached position in 

relation to the pictures. It is. by implication, his wife that 

is being 'exploited'. His concern with the producers of pictures 

is unusual in Areas 1 and 2 as well as his perception of them as 

deliberately making pictures for the market. This perspective 

may well have been related to the fact that he worked at the 

local television studios where the production of images took 

place before his eyes. 

The Rejection of 'Modern Art' 

George, who was 31, said that none of the things on his walls 

were art and explained that 'a beautiful painting by an old 

master' was what he would really call art. "Something you can 

look at and get the picture straight away. " he went on. "Not 

things you have to look at and make your own mind up about. " 

He named Rembrandt and Constable as examples of artists who 

he associated with such pictures. The implied distinction was 

between 'real' art as representational and 'good' and 'modern 

art' as distorted and 'bad'. Either way he did not think he had 

any. 
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Nellie had very similar views. When I first arrived at 

Nellie's home she told me that she didn't 'go a bomb on 

pictures'. Towards the end of the interview, I reminded her of 

that and asked her what she had meant. 

"I don't know, " she said. "Maybe if I could have afforded 

good ones, maybe I would have. Me mother was a great one for 

pictures, you know. But she liked good pictures. " 

"What do you mean by that? " 

"Well, you know, proper paintings, you know. I don't go a 

bomb on these new things - these newfangled whatever it is - 

squares and holes and oblongs where you find an eye here and a 

leg somewhere else. " 

Fred laughed in agreement. 

"I couldn't have one of those in the house, " Nellie 

continued. "It would send me mad. But I like anything pretty. I 

like anything tasteful. " 

Here the term 'proper painting' is being used to distinguish 

traditional representational images from contemporary and 

'ridiculous' ones which were not recognisable. 

"We can't identify with modern art today, " said Mabel. She 

went on disapprovingly to tell me how her grandchildren had 

started painting 'with their splashing and that'. She had asked 

them what it was and they had said it was beautiful - it was 

full of colour. 

"I know it's full of colours, " Mabel had said. "But what is 

it? " 
She explained that her grandchildren had answered defiantly, 

"It's still beautiful. " It was clear that Mabel could not 
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comprehend the situation. "It may be what they're taught, you 

see - at school, " she said as though diagnosing the source of an 

illness. "She went to nursery school for quite a long time. " 

Mabel went on to say that she thought a picture should be 

'identifiable'. "Some of these abstracts, with lines and colours 

just drawn here and there. I can't see any meaning in them. Of 

course, the person who's done them probably would be able to 

tell you. " 

I asked whether she thought a stone picked up on the beach 

with lines and colours in it could be beautiful. She replied 

enthusiastically that she had done that and, of course, stones 

could be beautiful. 

What was the difference between enjoying the stone and the 

paintings? 

"Well, " said Mabel, "When you pick a pebble off the beach 

it's earthly isn't it? I can identify with a thing made by the 

sea. But this abstract thing has been done by hand. What does it 

mean? " 

Charles said, "The meaning's there but in a matter of hours 

that would go out of our mind. " 

"Yes, " said Mabel. "We'd forget about it cos we're only 

ordinary people, you see. " 

In these last remarks there is the familiar resigned 

acceptance of some absent authority - to which a superior 

knowledge is attributed. 

The aversion to 'modern art' as incomprehensible and 'silly' 

seemed to be largely associated with its 'foreignness' - that 
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sense of being a part of learning and authority which is 

associated with all art. It is probably this, more than its 

'silliness', that offends in the working-class Areas, where 

humour, novelty and the 'bizarre' were commonplace. It is the 

particular style and 'feel' of contemporary art which seemed to 

make it objectionable and, therefore, the butt of jokes. 'Modern 

art' excluded them. 

Art: Absent Depictions of Reality 

In the rejection of 'modern art' there was clear conviction 

that art should at least contain recognisable depictions. While 

this was attributed to 'art', there was little evidence that 

people in the working-class Areas preferred 'realistic' pictures 

as such. There was such a range of modes of representation 

present on the walls (including some that might be considered 

'realistic') that representational accuracy could not be 

identified as a common requirement. 

More importantly, whether or not a picture is considered 

'realistic' depends very much on how it is perceived - the kind 

of perception that is brought to it. In other words, a picture 

that is deemed 'realistic' to my eyes, might not be being used 

as a representation of 'reality' by others. While there was 

hostility towards abstract art - depictions that were thought 

meaningless - the range of images present in the working-class 

Areas would not support the idea that they were preoccupied with 

pictures as realistic representations of the world. 

However, people did associate representational accuracy with 

art. This was sometimes revealed in telling me why their own 

pictures were not art. Once again, people were defining 
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absences. 

Bob thought his pictures of St. Michael's Mount (Illus. 

320/1) were 'the nearest thing' to art that he had. This was 

because he thought it was 'the hardest to paint'. 

"I think these are easy to do, " he said, indicating a 

calendar (Illus. 227/1) and a landscape with swans (Illus. 

321/1). "It's easy to make a bit of water - like a pond or a few 

trees and sky, but I think to capture the waves and the rocks.. " 

Similarly, when I asked John, a 64-year-old bricklayer, why 

he did not think of two of the pictures on his wall as art 

(Illus. 322/1), he replied in terms of their lack of accuracy. 

"The scenery, to me, is a bit false really. It's just 
somebody's idea of what a horse standing in the wood - which 
I've yet got to see a wood like that and a horse standing in 
it - and I've been in the country all over the country, the 
New Forest included. And the bottom one, well, I don't 
know ... it just looks attractive to me... but, not right. " 

Both Bob and John associate art with the depiction of the 

'real world'. At the same time they implicitly distance 

themselves from art since there were no pictures in their own 

homes that they thought were convincingly realistic. If they 

themselves had put a priority on representational accuracy, they 

could have owned more realistic pictures. In fact, both of them, 

In the instances given, were discussing pictures put on the 

walls by their wives. 

It was by reference to 'accuracy' that Sybil explained that 

she thought her reproduction of a painting by Reeves (Illus. 

250/1) was more likely to be art than her reproduction of 

Constable's 'Flatford Mill'. 

"Would you describe any of the objects you've shown me as 
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art? " I asked her towards the end of our discussion. 

"Well, I think that could be, " she said of the Reeves, 

showing the same personal uncertainty and distance from the 

world of art as others had shown. It was not within Sybil's 

competence to declare this to be art, she was simply guessing 

that it might be. "I think that one could really be, " she went 

on. 

"I'm not so sure about that one, " she said, indicating the 

Constable (which she didn't know to be a Constable, even though 

a label was prominent under the image bearing his name and the 

title of the picture), "but that one I think could be art. I 

think that could be... like the sun's coming in through the 

water, do you see? There at the bottom. That could be art, I 

think. " 

"That's all different colours, " she said of the Constable, 

and turning to the Reeves, "That's really like the sun setting 

isn't it? " (Her association of sunsets with 'art' was 

reminiscent of Mrs H's reference to her clock as 'a bit 

artistic'). 

"And you think, somehow, that this is more art because... " 

"I mean, the shading in it. Look how the shading's going, 

look. It goes from the bright in the corner and then it just 

gradually.. . cos if you watch the sky it goes like that. On a 

summer's day, if you watch the sky it just goes like that. Cos I 

often watch the sky. " 

Once again, Sybil is entering foreign territory for my 

benefit. It is difficult to believe that anyone really 
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interested in the 'accurate' depiction of skies in paintings 

could prefer Reeves to Constable and, what's more, own a 

Constable without knowing it. It is interesting that the very 

qualities of paint-handling for which Constable is sometimes 

admired in the art world disqualify his picture from possibly 

being art for Sybil. For her, they obstruct the efficacy of the 

image. 

Her last words, "I often watch the sky, " are less the words 

of a meteorologist than a visionary. My interpretation of 

Sybil's use of her pictures is that they are ways of entering 

imaginary worlds. (See the extended report of a discussion with 

her in this chapter. ) 

Sybil's use of her picture as effective representation is not 

so much a concern with the depiction of 'reality' as the 

effective evocation of an ideal concept of the countryside - 

including summer, blue skies and sunsets. While it is essential 

to her concept of the countryside that it corresponds tolerably 

to her experience of the real world, it is not that confirmation 

that she seeks in the picture. 

An Admiration for Skill 

Nellie also associated skill with art. This became clear in a 

discussion about television programmes. I asked Nellie if she 

watched programmes on art on television. 

"Oh. Yes, " she said positively and laughed together with Fred 

who was invalided and had difficulty in speaking. "That is our 

only pleasure really, now, you know. We don't get out much. " 

I realised that she'd missed the reference to art in the 

question. 
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"But if there was a programme on art would you watch that? " 

"Art? Um... Well, providing it wasn't modern art, you know. 

Modern art I just wouldn't ah... I used to like to watch um... is 

it Nancy Stone? She's American. What do you call her? " 

Neither Nellie or Fred could recall the name but they were 

both enthusiastic about her. 

"I watched her series. I watched all her series. She used to 

paint with a knife and she just used to have all these... She'd 

have the board, you know, and she'd have all these paints just 

squeezed out. And she used to use a knife. And she used to make 

squares first - dark on a light background - and then she'd pick 

up a knife and she would... " Nellie acted in the air the motion 

of laying on paint with a knife. "And then another colour, " she 

continued with more actions. "And it was fantastic when she 

first used to start, you'd think 'That'll never be any good' 

but, when she was finished, it was just out of this world. She 

used to sometimes do a bowl of fruit. A bowl of strawberries. 

And when she was doing it, she put the strawberries in with a 

brown thing, you know, a brown brush. Like that. But by the time 

she got the colour put on it and the highlights... " 

"So you admired it because it was skilful? " 

"It was skilful. Absolutely, " said Nellie. 

"But you also liked what she finished up with. " 

"0h, absolutely. " 

"Oh aye, " said Fred. 

"If anybody was here - kids, you know, I'd say, 'sit down, 

I'm watching this', " said Nellie, and they both laughed. 
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"She held you. She held you to the screen. I mean really she 

did. I mean even you at times, you remember? " 

"Oh aye, aye, " said Fred without hesitation. 

"Even he was interested in it, you know. " 

This was not an implied criticism of Fred's range of 

interests or his intelligence. It was an acknowledgement that 

men are not expected to be interested in such things. There was 

a faint compliment implied. But, in particular, for Nellie it 

constituted undeniable proof of Nancy Kominski's powers (I later 

discovered the name). The fact that Fred so readily admitted 

that he was interested was proof indeed. 

Later, Nellie explained that what she liked about Nancy 

Kominski in particular was, "It's something different to the 

ordinary painter who starts off with brushes and finishes off 

with brushes. Because she used to use this knife such a lot. 

Just a little knife like that. And she was so quick with it. " 

Nellie's admiration for Nancy Kominski's skill would not be 

supported by the standards of the professional art world. The 

implication that the pictures she produces are convincing 

representations of the 'real world' illustrates that Nellie does 

not habitually use pictures as references to reality. In fact, 

the emphasis on Nancy Kominski's work as 'different to the 

ordinary painter' implies a rejection of 'conventional' picture- 

making. Nellie enthuses over what she perceives as skill and 

something different represented for her by the use of the knife 

in painting. 

It is interesting that Nellie, who thought of nothing on her 

walls as art, was here apparently enthusing on the subject. This 
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is partly explained by the context. Coming at the topic via 

television programmes she had chosen the ground for herself, 

and, in fact, she did not mention the word 'art' in her 

energetic account. She had, however, begun with that connection. 

Her enthusiasm was focused, not on 'art' but on the skilled 

process of making a picture - painting. It would not have been 

difficult for Nellie to have acquired something similar to a 

Nancy Kominski - either a reproduction of a painting of that 

kind or even an original made by an amateur or a student. But 

her interest in such paintings is not reinforced or rooted in 

her daily experience. It had nothing to do with her way of life. 

It was a performance on television. Like the pirouette of a 

ballerina, she can take it or leave it. But she admires the 

skill. 

Nellie was, in fact, unlikely to acquire an original from an 

amateur or student simply because she did not come into contact 

with people who produced that kind of picture. Which is another 

way of saying that they were not a part of her way of life. It 

is significant that one couple in Area 1, George and Ruth, who 

did have a friend who painted as a hobby, had hung an original 

painting by him on their walls, which was very much out of 

keeping with their other interests and tastes (Illus. 238a/1). 

Like Nancy Kominski, their friend borrowed conventions from the 

art world, and in his case from the world of modernist art. 

George jokingly called the picture 'Ossie's masterpiece' and 

liked it because it was a 'novelty'. It was different. This was 

one of the reasons that Nellie liked Nancy Kominski. "It's 
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something different to the ordinary painter. " she had said. 

The visual languages used in these pictures had no currency 

in the lives of either Nellie or George, who did not think of 

his picture as art. It was a joke. 

Art as Achievement 

It seemed that for some people there was a special status 

accorded to objects made (usually by close relatives or 

immediate family) through a process of hard graft. In such cases 

'art' was associated precisely with the fact that the object was 

not made by an expert (who could have done it easily) but by an 

amateur for whom it was an achievement. 

Molly thought that the picture of a ship (Illus. 323/1) made 

by her husband, Tom, by wrapping string around nails was art 

because Tom had had to 'use his brains' to do it. When I asked 

her whether she thought a reproduction of a landscape painting 

(Illus. 324/1) was art, she said, "Not really, because he knew 

what he was doing. He had the skill. Tom had to steep his 

brains. " 

Mrs T thought that the fish carved by her nephew (Illus. 

255/1) was 'artistic' (she did not refer to it as 'art') because 

she knew what had gone into the making. 

"I saw it in the raw state, " she said. "It's made of oak. I 

saw it being made. It looked hard to make, which made me 

treasure it. It was a slow job. " 

In a similar way, Mr N thought his fabric collage (Illus. 

272/2) that he'd made from a craft kit was art because he'd made 

it with his own hand. 

"I put a lot of hard work into that. You're boggle-eyed when 
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you're finished. " 

In one case a very minor personal participation caused an 

object to be considered in the context of art. In conversation 

with Mr M (who owned the Stubbs) he added the frames of 

butterflies to the objects that he considered to be art because 

he himself had taken them off the original backing and put them 

onto a surface that he thought improved their appearance. This 

seems to be close to the notion already encountered of art as 

all creative acts. 
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(Illus. 262/1) 

(Illus. 250/1) 

(Illus. 263/1) 

Two Low Reliefs and an Oil Painting in Area 1: Sybil 
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Two Low Reliefs and an Oil Painting in Area 1: Sybil 

Sybil, a 70-year-old woman in Area 1, had three pictures in a 

symmetrical row on her living room wall. In the centre was a 

reproduction of an oil painting (Illus. 250/1) and on each side 

hung a circular plaster low relief (Illus. 262/1 and Illus. 

263/1), each of which bore an image of a cottage among trees by 

a stream. All three pictures were 'signed'. The painting was 

signed in the original W Reeves, and the low reliefs had the 

names Chapman and EW Usher indented into the plaster. 

I began the interview with one of the low reliefs. 

"Shall we take this one first. What's that? " 

"Eee, that'll be years old in our family. " 

"Do you know who made it? " 

"It's got no... ah thing on I don't think, " she replied, 

seeming to mean that there was no manufacturer's label. 

I looked closely at the surface of the picture. Pressed into 

the plaster was the name Chapman. I was hesitant about 

mentioning it because of the implications that it might have for 

the rest of the discussion. 

"Have you seen that name on there? " I asked, trying to make 

the question seem unimportant. 

"No 

"There's a little name on it. " 

"Is there? " 

"Uh huh. " 

"What name is it? " 

"Chapman. " 

"Eee... Must be on the other one an'all, like. Might be worth 
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something I divenna. " 

Not only had the matter of who might have made it not been an 

active part of her involvement with the picture (which is close 

to saying that it had no significance for her as a made image) 

but the idea that a picture might have a signature was 

inseparable, for her, from the notion of it being worth money. 

While she had never been concerned with her pictures as unique 

objects made by particular individuals, she knew that elsewhere 

in the world - the world that I represented for her - people 

were so concerned and that one of the main characteristics of 

that world, as she perceived it, was the desire to identify rare 

and valuable things. 

Later I asked, "What is it you like about them? " (the two 

plaster low reliefs). 

"Well, it puts you in mind of the real old-fashioned days, 

doesn't it. When the countryside was quiet and no trouble there. 

You just sit and look and wish you were there. " She laughed as 

though I might think she was silly. 

Silence. 

"That one's got the house on the hill hasn't it? That'n. " She 

indicated the low relief in Illustration 263/1. 

"And you think having a house on a hill is particularly... " 

"0h, I think it's nice. Yes. Lovely. " 

Her words meant more than I had grasped at the time. She was 

saying more about this picture than that she liked the idea of 

living in a house on a hill - although she was saying that. She 

was saying in the initial volunteered remark that the picture 
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contained 'the house on the hill'. By this, she meant no 

specific house but the familiar ideal; the, to her, common and 

shared allusion embodied in this image. 

The reference was as specific as if she had said, "That's got 

a crucifix hasn't it? " Such an image operates in the same way as 

a crucifix in that it could take many forms, within limits, but 

always be recognisable as referring to the same set of meanings. 

They were meanings that were not dependent on the precise 

qualities of the representation, on its degree of 'realism', its 

medium or its handling. 

They were meanings that extended far beyond the image as 

such. Many of the values expressed in the texts on other objects 

in the working-class Areas were closely related to this. The 

house on the hill is a home which contains lasting affections. 

When she had said, "You just sit and look and wish you were 

there, " she was not saying that she wished she was in that 

particular stone house with a particular address. The image 

would hardly support such a use. "It puts you in mind of the 

old-fashioned days, " she says. 

It 'puts her in mind' of things. 

And what were these old-fashioned days in the countryside? 

Sybil worked in a hotel as a cleaner. Her father, she said, had 

been an 'electrical engineer'. Her accent seemed to me to be the 

Newcastle version of Geordie. It is unlikely that she had ever 

lived in the country, even less likely that she would have had 

any long-term relationship with the kind of house depicted, and 

there are very few, if any, such houses in the region. Are there 

really any houses quite like it anywhere? It is not presented as 
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a 'real' house or as a 'real' place. 

The old-fashioned days' and 'the house on the hill' were 

ideas in Sybil's mind. Not peculiar to Sybil, but shared widely 

among those who shared her way of life and accompanied by a 

shared vocabulary typified by the lyrics of many popular songs. 

I turned to the painting (Illus. 250/1). 

"What about the one in the middle? What's that? " 

"Well, I just bought it. I thought it was so beautiful and 

peaceful, looking at it..., " she broke off. When she spoke 

again, it was with a kind of abstracted affection. "It was very 

peaceful there. " 

Sybil fell into silence. 

She returned in a more resigned mood and spoke as if the 

attempt to describe her thoughts was hopeless. 

"I just got my eye on it when I bought it. I really just 

liked it, that was all. I really liked it very much. The colours 

in it... and the... When you're sitting looking at it you just 

think you're there, it's that calm and... " 

The words dried up again. There was a prolonged pause. 

"And do you look at it much? " 

"Oh, I often sit and stare at it... " 

She continued to look vacantly in the direction of the 

picture. Then, as if in explanation of her absence, she said, 

"I'm looking at it now, " and laughed warmly. 

"Does it remind you of anywhere? " 

"Well, I've never been away on holidays or anything, but it's 

just a place where I would love to go. Quiet and peaceful and.. " 
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This discussion illustrates a number of points. 

When asked what the object is, Sybil begins 

characteristically with a reference to how it was acquired, but 

she proceeds straight away to reveal the way she uses it. Not 

once using the term 'picture', or in any way acknowledging its 

existence as a constructed image, she speaks of her experience - 

not her experiences of the picture so much as the experiences 

that the picture evokes in her. She is taken by the picture 

somewhere else. So complete is the transportation that she 

actually says straightforwardly, "It was very peaceful there. " 

Where did the picture take her? Not anywhere she had ever 

been physically. It is only in response to my asking if it 

reminded her of a real-place that, in answering to the contrary, 

she uses the word 'place'. It doesn't represent anywhere she has 

ever been but it is a place she'd love to go. 

The 'place' is not a real topographical location. It is an 

idea; and ideal. It is a state of mind bound up with her notions 

of the countryside. Her experience is not focused on the 

characteristics of the picture. She refers momentarily to the 

'colours in it', but what do the colours, the characteristics of 

the physical object, do? They make you, "just think you're 

there. " They facilitate the transportation. 

And what is it like - this 'place' to which Sybil goes? It is 

beautiful, but most of all it is calm, 'quiet and peaceful'. 

"And do you look at it much? " 

"0h, I often sit and stare at it... " 

Her choice of words is significant. She 'stares' at it. It is 

a way of talking about attending to pictures that is not common 
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in the fine art world - or in middle-class Areas. John Berger 

did not title his books, 'Ways of Staring' or 'About Staring'. 

It is a term which expresses the abstractedness of the 

attention. Like the word 'gaze', it implies an attention that is 

somewhere beyond the physical 'reality' before the eyes. 

"And is there a name on that? " 

"No. There's not a name on there. That was just ten pound. " 

466. 



CHAPTUU 7 

The Working Class Areas 

The Objects And Their Uses 

Introduction 

One implication of people in Areas 1 and 2 not thinking of 

the things on their walls as art is that they were not perceived 

as a part of the public bodies of knowledge within which 

particular kinds of 'art' are situated. Even when occasional 

objects, reproductions of old master paintings for example, had 

a place in the established art world map, they were not 

perceived and used as such in Area 1 and 2. 

Not only were these objects not perceived in relation to an 

art world map, but they were not situated within a larger 

publicly acknowledged framework of objects. Those objects, for 

example, that I have classified as 'functional' and 'pseudo- 

functional' were not perceived as part of the world of antiques 

or design. They existed as more or less isolated cases with no 

established relationship with other objects of their kind and no 

associated 'object-centred' vocabulary. 

Objects were often not on the walls as things in themselves, 

separate from other aspects of their owner's lives. Their 

meanings were often personal rather than public. 

For these reasons, except when introducing some utilitarian 

objects, people would usually talk about objects rather than 

identify them as things1. 

The initial exchange in the interview with Sybil is an 

example. 

"Shall we take that one first? What's that? " 

467. 



"Eee, " said Sybil. "That'll be years old in our family. " 

The question was very much answered. What the object is (at 

least, one of the things that it is) is a thing that has been in 

her family for a long time. It is an emblem of the continuing 

importance of her family. 

Such 'extra-object' identities were common. The ways in which 

objects were acquired, for example, were usually an important 

part of their identities. 

When I asked a young woman what an arrangement of dried 

flowers was, she replied, "I got that at St. Edward's Fair last 

year down Whitley Bay. " 

Again, it could appear that she was not saying what the 

object was and yet, in a sense, she obviously was doing that. It 

was a thing she got at St. Edward's Fair. 

Sometimes this way of talking about objects might have been 

adopted because the 'taken for granted' identity of the object 

was so strong that people thought there had to be some other 

requirement in the question. It was so obviously a spray of 

dried flowers that to say so could not be an adequate response. 

However, this was not the whole answer. Some objects did not 

have names for their owners. The way they were being used did 

not focus on their identities as objects. The first object I 

discussed with a 31-year-old woman in Area 2 was a replica of a 

vicious hand-weapon used in the past by knights (Illus. 217/2). 

(I now know it to be called a 'mace' in the world or arms and 

armour. ) It hung close to another weapon on a rich copper 

wallpaper with a low relief pebble-dashed finish. 
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C. P.: Shall we start with this? 

Mrs W: I brought that back from Ibiza last year. 

C. P.: You went there on holiday? 

Mrs W: Mm Mm (Geordie-style 'yes'). 

C. P.: What is that? 

Mrs W: It's what they used to use for fighting - what the 
knights used to use, isn't it? Like a... what do you call it? You 
swing that thing round with the nails in it.. 

In the open-ended situation created by the initial question, 

Mrs W starts with the significance of the object in relation to 

her holiday. It is a thing she brought back from Ibiza. Pressed 

for a more specific identity for the object in itself, she has 

some difficulty in finding a name for it. 

A thing without a name is a thing with no shared use in 

itself. This does not alter the fact that it is important that 

the object is 'old', 'used for fighting' and 'what the knights 

used to use'. These allusions are a part of how the object is 

being used and understood by Mrs W. But they are apparently 

characteristics of the object not often brought to consciousness 

or discussed in the setting. To buy such a weapon without an 

interest in its name, when it was used, where or by whom, is not 

to buy it as an historical weapon at all. Mrs W was no collector 

of armour, as became clear later in the discussion (see the 

section titled 'Objects Which Contribute to the Decor'). 

Nevertheless, objects had identities. It was simply that 

their identities rarely existed solely in their characteristics 

as objects. Nearly always objects were additionally, and often 

primarily, valued for their significance in relation to some 

person or event in people's lives. They stood for people; they 
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were points of reference in the passage of time in the lives of 

families; they were products of doing things - going on 

holidays, day trips; they stood for affections. 

The most important objects to people were most often those 

with valued associations, memories of people. 

As people talked about objects, they talked about their 

lives. As they reminisced, they asked each other questions. When 

was something acquired? Where? By whom? What were they doing 

then? Where were the rest of the family at the time? 

I was told about the fortunes of Newcastle United - Charles 

spent some time remembering a match against Spurs when the great 

Ditchburn was in goal, and Jimmy Scoular played for United - 

about the war years when husbands were away, about the ups and 

downs of Parsons, the local engineering firm, about day trips to 

Blackpool. 

Because of the widespread importance of associations in the 

way objects were being used and understood in Areas 1 and 2. and 

the lack of an existing 'object centred' categorisation, the 

following account of the objects and their uses is not based 

exclusively on the characteristics of objects. 

The art world distinction between functional and non- 

functional objects, for example, was not fundamental to the 

people in Areas 1 and 2. That is obviously not to say that they 

did not distinguish at all between a picture and a clock but, as 

has been noted, clocks had pictures on them and pictures had 

clocks in them. For the users the dominant identity (if there 

was one) could go either way - or it might be elsewhere 
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altogether in that the thing might be known as a gift from 

someone. It would therefore be too great a distortion of life in 

the setting to divide this account into two sections - 
Functional/Pseudo-Functional Objects and Pictures. There were, 

however, objects which were identified and used primarily as 

images or representations, and often objects identified by their 

utilitarian function. These differences are reflected in the 

structure of the discussion. 

The following framework is based as far as possible on the 

ways in which the people in the settings talked about their 

possessions. The importance of associations was so prevalent 

that they are discussed first. 

Objects with Associations: Presences of People and Places 

When the main significance of an object lay in its 

associations, the nature of the object itself could be more or 

less arbitrary. It stood for something or someone else. 

Some of these objects were liked because they had 

associations with places to which the owners had been. Molly had 

a boomerang which she had brought back from Australia, having 

gone on one of Tom's voyages. Mrs W's object from Ibiza has 

already been mentioned. These objects did not depict places. 

They were associated with them. There were several examples of 

this kind, but, more often, objects were associated with other 

people. Sometimes they were inheritances but usually they had 

been received as gifts. 

The introduction of an object as"a gift was most often 

accompanied by references to other aspects of the object, such 

as the place it came from or what was depicted in a picture. 
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Reference would be made to the donors who were usually immediate 

family, relatives or friends. The occasion might also be 

mentioned - gifts from people who had been away on holidays, day 

trips, Christmas presents, wedding presents. 

All kinds of objects were introduced and valued, as gifts - 

mirrors, thermometers, ceramic dishes, brass plates, pictures, 

swords and shields - everything in the list of objects already 

catalogued. 

To say of something, "this is a present", is to say little 

about it as an object. The defining characteristic of a 

'present' lies not in the nature of the object but the 

transaction of 'giving' and receiving. An object kept and known 

as a 'present' stands for that act and for the person who did 

the giving. It also stands for the occasion of the giving; an 

occasion which might be more or less formalised in the calendar. 

The tradition of bringing back gifts from holidays is closely 

related to the significance of some objects in relation to the 

places from which they came. This was the more central when the 

owners of the objects brought them back themselves - although 

this was not common. When the thing was a gift, it could stand 

for both the event of receiving and the donor's travels to a 

place. In this case the object is a piece of the place offered 

to the person who had not been able to go there. More 

importantly, it is evidence that the recipient was in the 

donor's thoughts while absent. Whether gifts or objects brought 

back by the owners themselves, they stood for memories and 

relationships with people and places. 
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Many objects introduced as gifts had other named identities. 

Some, like the weapon from Ibiza, seemed to have none. 

Mabel and Charles, a 60-year-old couple, had a photo-etched 

image of a medieval knight on satin finished steel. It was a 

kind of small-scale, inexpensive 'furnishing' version of a 

church brass (Illus. 276/1). We have already referred to this 

object as one that Charles was prepared to admit that he liked. 

"What is that? " I had asked earlier. 

"That's one of those medieval ah... " Mabel was searching for 

the words. "Our Daniel bought it for me, " she said decisively. 

Whatever else it might be, it's a gift from Daniel. The fact 

that Mabel couldn't find the words to account for it as a 

specific historical artifact seems to confirm that it had little 

active significance for her in those terms. 

Another example of the same situation was the discussion of 

the guitar-shaped object bearing a thermometer, hooks, a 

picture, etc (Illus. 213/2). Introducing the object, Eileen 

said, "Oh, that was er um... My son bought that from Spain two 

year ago. " 

In this last case the built-in ambiguity of the object no 

doubt complicated the selection of a particular characteristic 

to offer as a name for it. It was designed as a 'thingumajig'; 

the whole point being to confuse identification. The object 

nonetheless had an identity as a gift. As in the middle-class 

Areas, some objects received as gifts were not much liked as 

objects. Such objects were usually given a place on the wall out 

of respect for the donors, or a desire not to offend them. 

Mr and Mrs N had received the reproduction of the Breughel 
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(Illus. 325/2) as a gift from Mr N's sister who was a school 

teacher. They did not know it as a Breughel. 

"Got it as a present and had to hang it on the wall, " said 

Mrs N. Mr N was resigned to it. "Well, that's it like. You're 

obligated like. Because she comes in here regular. " 

"So does that mean you don't like it very much? " I asked. 

"Oh no... It's alright, " they both hastened to say. 

"What do you like about it? " 

"The snow... I like snow, " said Mrs N without conviction. 

The sense of obligation, whether or not there was a 

likelihood of the donor visiting was strong among most people. 

There was a sense of guilt for some if they did not find a place 

for a gift on the wall. 

But it was much more common for pleasure to be taken in the 

gifts received. Mrs L said the most important object on her 

walls was a picture mirror of the Tyne Bridges (Illus. 326/2), 

not because (as we shall later see) she found the way the image 

changed fascinating, but because it was bought for her by 

someone who knew it was something she wanted. "It makes it just 

all that nicer, you know, " she said. 

Alice, the mother in a single parent family, thought a 

jotting pad (Illus. 327/2) and a calendar (Illus. 328/2) were 

the most important objects on her walls because they were given 

to her by a friend. "She'd thought special, " she said. 

The most common reason for giving someone something to hang 

on the wall was to have been on any kind of trip - including a 

day trip, and this was a major reason for valuing them. Many of 
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the gifts were from children. 

"I always appreciate things, you know, what they bring for 

us, " said Eileen of a gift from her son who was of school age. 

There was a dignity and strength about the display of some of 

these inexpensive gifts from children. The prominence of their 

locations spoke back an unflinching affection. In these houses, 

particularly those in Area 1, there was a limited choice of 

location. Objects could not be given a 'token' place in a 

secondary sitting room where nobody much went. If they were to 

be hung at all they had to be hung prominently for all to see. 

Children seemed to be in a special category. As already 

noted, gifts from adults were sometimes given a place from a 

sense of obligation and I was told this. But this was never said 

of a gift from a child. If the object was not liked it was not 

said. Furthermore children seemed to be encouraged in the 

practice. It would not be difficult for parents to discourage 

it. It was a part of the way, of life. 

Nellie thought the most important object on her walls was the 

reproduction of a painting of horses (Illus. 43/1) because her 

grandchildren had given it to her. "It was a nice thought, " she 

said. 

Gifts from children sometimes acted as vehicles for continued 

interaction. Mabel's and Charles' grandchildren came in every 

week to mark off the dates in the calendar they had given them. 

It bore a picture of a cat. Mabel likes cats. 

"The family has always kept cats, " said Mabel. 

Calendars were often made at school by the children. A place 

was always found for them. 

475. 



Things made specially as gifts were particularly valued, 

whoever they were made by. 

"I think when people make you things they're thinking about 

you, aren't they? " said Molly. 

Things Made By Relatives and Friends - Or By the Owners 

Objects were sometimes identified by who had made them. 

"Now that's a macrame hanger which my husband made, " said 

Molly. "He made it at sea. " 

A calendar in one of the two Catholic homes had been made by 

a child at school. "Me eldest daughter made the Christmas 

calendar - with the Holy Family on, " said her mother. 

When people expressed enthusiasm for things being hand-made, 

it was usually because they had some close association with the 

making. as when friends or relatives had made things for them. 

This was partly because they had become interested in the 

process of the making and partly because they appreciated the 

effort that someone had taken on their behalf. 

"It looked hard to make, which made me treasure it, " said 

Mrs T of a fish carved by her nephew (Illus. 255/1). 

She thought a pastel drawing (Illus. 234/1) was "a nice 

picture, but I think it's important because my nephew made it. " 

Mr and Mrs E thought their original pen drawings (Illus. 

236/2; 329/2; 330/2 and 237/2) were most important to them 

because they were done 'specially for them' by a relative. 

Betty thought her string picture, made by a neighbour (Illus. 

257/1) was the most important to her, "Because I thought he was 

very clever, you know, doing it. I mean he's a real artist. Very 
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good workmanship, you know, and I appreciate him doing it for 

me. " 

It is interesting that although she called him a 'real 

artist', she did not later suggest this picture was art until I 

put it to her and she agreed. The term 'artist' was being used 

as a general term for a skilled and creative person. 

Hanging on the wall in Tom's house was an intricately carved 

wooden spoon. Tom was a seaman and the carved handle of the 

spoon spelled the name of a ship (Illus. 233/1). It was tied 

with a ribbon. Both Tom and Molly, his wife, were excited as we 

approached this object. 

"That's a sp... " started Tom. 

"That's interesting, " said his wife simultaneously. 

"If you read it, you see, you'll see what it says, " Tom went 

on enthusiastically. 

"It's hand carved. " 

"It's the name of the ship when the wife sailed with us and 

one of the lads did it for her as a presentation. " 

Although Tom was probably going to start by identifying it as 

a spoon, it was obviously something other and more than that. It 

had been carved by a seaman and presented to Molly as a gift 

from the crew In appreciation of her cooking. 

Molly valued the object, "Because a lad - well a man - gave 

up his spare time to do it on behalf of his colleagues, for what 

I had done for them on the ship. " It had a verse burnt into it 

that has already been quoted here. It was the most important 

object to Molly on her walls. "I bet I'm the only woman on the 

shipping line who's had a gift from all those men! " she laughed. 
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While Molly is enthusiastic about the fact that the object is 

hand carved, it is not a detached admiration. It is inseparable 

from the significance of the object as a gift - hand carved 

someone especially for Molly. That someone she knew should have 

taken the trouble seemed more important than the hand carving 

itself. 

Another example of the importance of the person who had made 

an object is of interest. George owned two paintings which have 

already been introduced as oddities in all the homes surveyed in 

Areas 1 and 2 in that they were original oil paintings which, 

though obviously made by an amateur artist without formal 

training, imitated the conventions of modernist art. One had 

collaged elements - photographs cut from magazines (Illus. 

238a/1). Reference has already been made to this picture as 

possibly depicting 'the fall of mankind'. It was referred to 

jocularly by its owner as 'Ossie's masterpiece' and was 

considered a standing joke -a 'novelty'. Ossie was a friend who 

painted in his spare time. 

It is almost certain that this picture would not have been on 

the wall if Ossie had not made it. Nor would any picture 

remotely like it have found a place without its identity being 

rooted in some personal relationship or event. George was clear 

about his dislike of 'modern art' generally. The fact that he 

could relate to Ossie's picture is an indication of the 

importance of relationships with people in influencing the 

acceptability of objects. Children's pictures, for example, 
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were usually accepted happily despite the fact that they 

employed visual conventions that were not present in most other 

objects on the walls. Thus, though Mabel could not sympathise 

with some ideas being taught at school, the connection with the 

children was enough to overcome problems with the nature of the 

imagery. In the same way, imagery normally considered beyond 

tolerance was rendered tolerable - even valued - by association 

with the person who made it. There were, of course, other 

factors at work for George. The picture fulfilled other criteria 

- it was 'unusual', 'different' and good for a laugh. 

Mr N valued a fabric collage he had made from a craft kit 

(Illus. 272/2) because he had made it himself. Mrs N introduced 

it by telling me that her husband had made it. When I asked him 

if he liked it, he replied with conviction, "Oh aye. You feel as 

if it's a part of you like, you know, when it's finished like. 

Especially when it's different than what it says you're supposed 

to make. " 

Mr N meant that he had not followed the instructions with the 

kit to the letter. (His implied view of the instructions as 

'rules' rather than helpful guidance is interesting. ) The 

inventiveness involved in deviating from the instructions gave 

the object additional status. For Mr N, this was the most 

important object on his walls. He apparently had a reputation' 

for making these among his friends and had made some for other 

people. 

Useful Objects. Useful Objects with Images and Images with Uses 

The things most often identified directly as objects - rather 

than by their associations - were those introduced giving 
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priority to their utilitarian roles - "This is a mirror. " This 

was the case in relation to a wide range of objects, mostly ones 

that were genuinely useful in the daily life of the home, 

clocks, mirrors, and some calendars, for example. 

One couple gave usefulness as the reason for a clock being 

the most important object on their walls, but this was unusual. 

Even in cases where usefulness was given as the first-reason for 

an object being on the wall, it was likely that it would be 

valued for other reasons. 

Edith, aged 72, thought the mirror was the most important 

object to her, not simply because it was useful, but because, "I 

think a mirror's always what people's had on the wall, you know, 

from generations there's always been a mirror. " 

She was expressing more than a personal liking for her 

particular mirror. In her memory, mirrors had always had a 

special place in the life of households. They were important 

possessions that married couples acquired early and kept 

throughout life. They were hung prominently in all homes. 

We have seen that older people, in particular, spoke 

nostalgically of their mirrors. As objects which reflected 

images, they have special resonances for this study. From the 

way people sometimes spoke of mirrors, it is tempting to think 

of them as frames for the imagination - spaces into which, over 

the years, people projected their thoughts about themselves and 

others: spaces which accommodated their changing features, self- 

images and relationships. 

When people were talking about objects which combined 
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utilitarian with pictorial features, the balance of definition 

could go either way. For example, a varnished wooden plaque 

(Illus. 331/1) bore a brass head of a stag and oak leaves over 

the label 'Bieleford'. It had at the bottom a hook, on which 

hung some small keys and a calendar. Mrs A ignored the 

utilitarian aspect of it when she introduced it. "That's just a 

stag head I had bought me. My son bought me that from India. " 

In contrast, a circular plaque (Illus. 332/1) carrying the 

image of a pelican under a palm tree, the words, 'Riverside 

Calif. ' and a small thermometer, was referred to by its 

functional role by the woman who owned it. 

"Oh, the little barometer, " she said. "Somebody brought me 

that from a holiday. " 

Characteristically, in both cases, other aspects of the 

object - where it came from and who had given it - were included 

in the same statement. 

Hanging in the corner by the chimney breast in one home (a 

common location for truly functional objects in Area 1) was a 

pin cushion in the shape of a stuffed doll. It was alongside a 

clothes brush and a key hanger. When we had discussed these two 

I asked, "What is the last one? " 

The woman who used to work as a home help replied, "It's a 

golliwog made by one of the old people for needles, pins and 

things. It's a pin cushion -a golliwog pin cushion. " 

The progressive unfolding of the definition reflects the 

ambiguity of the object. Its existence as 'a golliwog' is 

equally weighted with its existence as a pin cushion. Her 

definition goes from one to the other and ends up with a 
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resolution which combines the two - 'a golliwog pin cushion'. 

Once again, a part of its definition is that it was made by 

one of the old people. 

Perhaps the most ambiguous of the objects which combined 

functional and pictorial dimensions was the picture 

incorporating a clock which has already been mentioned (Illus. 

206/2). When Mrs L came to this object, her words emphasised its 

ambiguity. "This is a clock picture. A picture clock. The clock 

gains time. " 

Her last remark indicates that she uses it as a clock, but 

when I asked her why she liked it -a question which, perhaps, 

invited the object to be considered more as a picture than a 

clock - she spoke of it as a picture. 

"I like this one because it reminds me of that place on the 

Quayside. " 

She went on to talk about the Quayside in Newcastle. 

In the case of the two picture mirrors in Mrs R's house, 

their identities as mirrors appeared to outweigh their pictorial 

characteristics. The two mirrors had two very different images 

on them. One was a cartoon image of two children embracing 

(Illus. 333/1). The other was an advert for Southern Comfort 

whisky which had text on it as well as a more naturalistic 

depiction of a riverboat (Illus. 203/1). When Mrs R told me what 

the mirror with the children on it was, she said, "Just a 

smaller version of that, " and indicated the Southern Comfort 

mirror. 

The substantial differences in the kinds of images were 
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apparently of less significance to her than their common 

identities as mirrors with pictures on them. 

Pictures: Things Pictured, Pictures of Things and Old Fashioned 

Pictures 

It was common for people in Areas 1 and 2 to say that a 

picture was the most important to them of the objects on their 

walls. That does not mean that they were thought important as 

pictures - or for reasons that would be considered valid in the 

art world. It does, however, represent a considerable 

involvement with pictures. It was not often that people in Areas 

1 and 2 introduced objects in ways that identified them as 

pictures. As already stated, this can be expected to be partly 

because it was obvious that they were pictures. The category 

'picture' was real enough. The word 'picture' was used 

habitually as an indirect reference, when people were not saying 

what the object was but were referring to it in other contexts. 

But, for people with an active involvement with pictures as made 

images, there are ways of introducing them that do not involve 

simply saying that they are pictures. Elsewhere in the Survey 

pictures were introduced by medium, artist, genre, etc. This 

would be rare in Areas 1 and 2. When people here introduced 

pictures as pictures, it was usually to refer to what was 

depicted in them. 

Interest in the non-allusive, or formal, characteristics of 

pictures was limited to the occasional mention of a liking for 

the colours in pictures and the more convincing and widespread 

enthusiasm for the novel materials in which objects were made. 

This latter is discussed under 'Unusual Objects'. 
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Two of the more developed references to colour in pictures 

are worth recording here. About an original painting on felt of 

a horse (Illus. 240/2), Mrs L said, "I think it was the colours 

that attracted me. The red and the black go together. " 

An elderly woman in Area 1 said of a photograph of the Lake 

District which she had cut from a calendar and framed herself, 

"I just like the colourings. The green and the blue go perfectly 

together. Sometimes you get a yellow cast on it. " 

These are cited as 'more developed' references to colour in 

that they do include more than one colour in a relationship. 

More commonly a single colour or 'the colours' generally were 

said to be liked. But such assertions of liking pictures simply 

for the colours in them leave out so many other characteristics 

that they were usually unconvincing. They seemed to be something 

to say in difficult situations. 

The distinction in the title here between 'Things Pictured' 

and 'Pictures of Things' refers to two prominent ways of talking 

about pictures in Areas 1 and 2. The main interest in pictures, 

apart from external associations of the kind already discussed, 

was with what they depicted. This found expression in ways of 

talking about pictures which usually did not register them as 

made images at all (the emphasis was exclusively on the things 

depicted; 'Things Pictured'), and less often ways which included 

some acknowledgement, however small, of pictures as made images 

(depictions of things; 'Pictures of Things'). 

This is simply the distinction between somebody saying of a 

seascape, "That is the sea, " rather than, "That is of the sea". 
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"That is the sea" and "That is (a picture) of the sea". 

This may be a somewhat pedantic distinction but, in a setting 

where the vocabulary for discussing pictures was limited it 

seemed a distinction worth making from the perspective of an 

outsider interested in any evidence of a concern with pictures 

as fabricated images. 

Another prominent interest in pictures featured in the title 

of this section appeared to be to use a certain kind of 

reproduction of oil paintings as 'old fashioned pictures' 

largely for decor purposes. This will be discussed here under 

its own heading. 

The following conversation with Bob and Freda, a married 

couple in their sixties, introduces some prominent ways of using 

and talking about pictures. They had told me about their 

pictures (without introducing them as such) and they now assumed 

that the interview would be coming to an end. 

"I'm afraid that's all we have in pictures. She doesn't like 

too many up, " Bob said, attributing responsibility to his wife 

and referring to her as if she was absent. 

Freda continued, "Well, these wouldn't have been up actually, 

if they hadn't have been, you know, presents bought. " 

"She doesn't like them, " explained Bob, apparently speaking 

of pictures generally. And then, by way of qualification, "She 

likes the scenes. She's got two that she bought of scenery for 

the new house. " 

"Yes, of the Lake District. You want to see them? " Freda 

asked eagerly. 

I answered that I would like to see them, but explained, "We 
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haven't finished yet. " 

I pointed to two other objects on the walls. One of them was 

a calendar (Illus. 227/1) consisting of a small oval 

reproduction on card of what looked like a Dutch period 

landscape in oils. 

Freda was confident. "No. That's not a picture. That's just a 

calendar, that, " she said. 

This conversation establishes pictures as an independent 

category with currency in the setting. It also refers to 

'scenes' as a category among pictures. This is an ambiguous term 

(like the term 'landscape') in that it can refer either to the 

world outside the picture (the thing depicted) or to a kind of 

depiction. The implication of something artificial in the word 

'scene' seemed significant. Like stage 'scenes' of rural 

settings (particularly those in pantomimes), they were not 

'real'. These 'scenes' were not representations of real places 

but a genre of picture which evoked a notion of the countryside. 

Although the reference to the Lake District establishes a notion 

of pictures as depictions of other things, the Lake District is 

a big place. A picture of it is an unfocused notion. The 

depictions seem most convincingly to act as a typification of 

the Lake District - an evocation of a generalised vision of it. 

The conversation, incidentally, also confirms gifts as a 

category of object and obligation as an influence on what went 

on the walls. It is also noticeable that the calendar was 'just' 

(merely) a calendar. This might have implied that pictures had a 

greater status than calendars but it is more likely to have been 

486. 



a product of the assumption that I would only be interested in 

pictures. 

Things Pictured 

Identifications were often directly with what was depicted in 

pictures. 

A 25-year-old woman in Area 2 had two reproductions of oil 

paintings on her living room wall. One was signed F Gilbert 

(Illus. 334/2), and the other Kevin Daff (Illus. 245/2). They 

depicted a Latin village and a landscape respectively. 

When we came to the first I asked, "What's this one? " 

"I bought that at Levey's, " she replied. (Levey's was a chain 

of wallpaper shops. ) 

"Do you know what it is? " 

"It looks like a Mexican village. " 

When we came to the second, she said, "Houses in the woods. 

It's, like, scenery. ' (This is the Geordie use of the word 

'like'. In this context it does not mean 'similar to' but 

approximates to 'sort of'. ) 

The phrase 'houses in the woods' sounded more like the 

declaration of a title -a reference to a kind of image - than a 

description of the place in the picture. It is reminiscent of 

Sybil's 'house on the hill'. But the allusion omits any 

acknowledgement of the fact that it is a made image that is 

under discussion. This was so in most cases in which pictures 

were spoken of in terms of their characteristics - as distinct 

from extra-object associations. 

A young married couple, Frank and Barbara in Area 1, had a 

reproduction of Constable's 'Haywain' on the wall. They did not 
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know it as the 'Haywain' or as a Constable. When I asked why 

they liked it there was a lengthy silence. Then Frank began to 

describe what was depicted. "It looks like a little cottage or 

something... " It was as if he was studying the picture for the 

first time. "A little stream, a dog... " He was finding it 

difficult to think of things to say but was trying hard to be 

co-operative. Talking about pictures was obviously not something 

he did much. 

"You think it's a nice place? " 

"Lovely, aye, " said Barbara. "I'd like to live there. " 

In the same room as the 'Haywain' Barbara and Frank had 

another reproduction of a landscape signed in the original 

ARTMAN (Illus. 335/1). The discrepancy between the 

characteristics of the two pictures seemed to me to be difficult 

to reconcile, but Barbara and Frank had bought them as a pair. 

That is not to say that they were on sale as a pair, but that 

they had paired them themselves in the purchase. In other words. 

they saw in them a pair. The differences in the paintings as 

paintings was not apparent to Barbara or Frank or, if it was, it 

was of no consequence to them. 

From their ways of talking about them it seems that the two 

pictures depicted the same sort 

the same kind. It is a forceful 

what is depicted in the way the 

also seems to confirm the 'unfo 

perceived. Frank had not before 

'Haywain' depicted - these were 

of thing and were, therefore, of 

illustration of the dominance of 

pictures were experienced. It 

cused' way in which pictures were 

explored the details of what the 

not of importance to him. His 

488. 



vision of it was a generalised one. There was no name for that 

generalisation except, perhaps, a 'country scene'. It was in 

that generalisation that Barbara wanted to live. 

Betty and John, a married couple in their sixties, had a low 

relief image of a sailing ship which was made by wrapping string 

around nails hammered into a board (Illus. 257/1). ("Everybody 

seems to like a ship -a sailing ship. " Bob had said elsewhere 

in Area 1. ) Largely because of the materials used, this image 

was far from being a naturalistic one. 

"What is it, do you know? " I asked. 

"It's just a ship as far as I know, " said Betty. 

"It's a three-masted barque, " John offered with authority. 

Not only does the conversation go straight 'through' the 

fabric of the picture to the thing depicted, giving no 

indication that we are not discussing a real ship, but the 

representational conventions employed in the picture seem not to 

affect its capacity to 'be' a ship. 

The tendency to identify pictures in this way held when 

three-dimensional objects were being introduced. 

Tom, the seaman, and his wife, had a large number of objects 

on the wall that alluded more or less directly to the sea. This 

was the home with the 'proper' ship's clock. Among these objects 

were some ornamental things based on seafaring objects -a 

small-scale version of a ship's bell in synthetic bronze; a 

small-scale ship's wheel with a shell picture in the centre. 

These were not convincing facsimiles and yet they were referred 

to as 'ship's bells' and a 'ship's wheel' without qualification. 

This was despite the fact that both husband and wife were 
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obviously very familiar with the sea and both had long 

experience of the realities of life on merchant ships. 

In all these cases, the nature of the depictions did not seem 

to support a perception of them as representatives of things in 

the 'real world', despite the fact that they appeared to be 

talked of in that way. The implication seems to be that, 

although the words used referred to things in the world, the 

allusions were not to 'real' ships or a 'real' ship's bell but 

to the 'sea' and 'seafaring' more generally. The emphasis on 

sailing ships also alludes to another time and place. The Tyne 

has seen few of them in recent years. 

Sometimes pictures alluded to personal memories connected 

with the physical things apparently depicted. This was 

illustrated by Betty and John who had two images of London - 

Tower Bridge and the Tower of London (Illus. 252/1 and 253/1) - 

which were drawings photo-etched onto satin finished steel. 

(Again the treatment denied an illusion of the 'real world'. ) 

The titles were etched in period lettering underneath. John had 

bought these pictures In Newcastle. 

When I asked John what they were, he replied, "Tower Bridge 

and the Tower of London, isn't it. " 

It was a Geordie styled statement - not a question. 

"I chose them simply because I like that part of the 

country, " he said. 

"We're down there a few times. We've got a son down there you 

know. I like that part of the country... Well, that part of the 

Thames. " 
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Betty explained, "John's more interested in these, " (she 

seemed uncertain what to call them). "You know, these 

photographs than me. I mean I don't care for photographs... er 

pictures (she decided) at all, really. " 

John's response in strong Geordie dialect was very 

interesting. "Well. " he said, "I divent call it a picture. I 

mean they're... views with a memory. " He gave an embarrassed 

laugh. 

"You think of them like that - as views with a memory? Not as 

pictures? " 

John was clear. "Not as a picture in itself. " 

John's position was stated with precision. He tells us two 

things. First, although his original statement identified the 

objects as Tower Bridge and the Tower of London, he makes clear 

that they are more than that. He is not simply looking at two 

buildings, although it sounds as though he is. He is attending 

to his memories. What he refers to as buildings are ways in to 

his past, his relationship with his son as well as his visits to 

London. 

Second, John makes clear that he does not think of them as 

pictures in themselves. Their significance lies elsewhere in the 

memories. Their characteristics as pictures are significant only 

in so far as they are capable of evoking those memories; of 

standing for them. 

John's explanation of how he thought of the pictures is 

echoed in other definitions offered in the working-class Areas - 

though not always with the same eloquence. That is not to say 

that in all cases pictures were thought of as 'views with a 
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memory' (though they often seemed to be) but that they almost 

always were not thought of as pictures 'in themselves'. Their 

significances lay in what they alluded to, either through what 

they depicted, or through extra-object associations - who had 

given them as presents, how they related to the life of the 

family. 

Bob and Freda had a reproduction of a painting of St. 

Michael's Mount, Cornwall, on their wall. They had introduced it 

by saying, "that's Penzance, you know, St. Michael's Mount. " It 

was a present from a friend who had visited the place but they 

had obviously also been there themselves. 

"Oh, it's beautiful when you see it in reality, " said Freda. 

I tried to get a response to the picture as a made image and 

asked a silly question. 

"But why do you like this picture of it apart from the 

place? " 

Bob did not find the question a problem but confirmed the way 

he thought about the picture in his reply, "Well, I like any 

kind of seaside place - scenery like, you know, with it being an 

island, a small island... " 

My concern with the picture as distinct from what it depicted 

had no relevance for Bob. At the same time his concern with the 

depiction seemed to be less specific than it might at first have 

appeared. It was the general notion of pictures of 'small 

islands' that appealed. 

When I asked Bob which of the objects on his walls was most 

important to him, he said, "I like country scenes. I think I 
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like country scenes the best. " 

There were places depicted that were said to be liked, not 

because the owners had known them but because they liked the 

idea of knowing them. Bob and Freda also had a plastic dish with 

a reproduction of a photograph in the centre and the caption 

'Polo de Mallorca' on their wall (Illus. 336/1). They did not 

know where it was from despite the label. 

"Connie's been all over, " explained Freda. 

"We've never been abroad and when you look at that you think, 

'How nice, I would like to go', " she said when I asked why she 

liked it, and later, "It would just be nice to see the blue 

seas. " 

Freda does not want to go to Mallorca specifically. She did 

not know that the picture was of Mallorca. It evoked, for her, a 

vision of 'blue seas'. That's where she wanted to be. 

Pictures were less likely to represent particular things for 

their owners than to act as less precise evocations. Eileen, for 

example, had a reproduction of a Dallas Simpson painting of a 

sad-looking boy on her wall (Illus. 242/2). 

"Do you like this one? " I asked. 

"Ah yes, " she said with genuine warmth. 

"You sound confident about that. " 

"Well I do really. I think if you've got a little boy of your 

own and you look at that photo you can sort of picture him. And 

with it being bought as a present from my niece... " she trailed 

off, assuming that I would understand how the signficance of the 

picture being a gift cemented its importance. 

When Eileen says, "You can picture him", she is hardly 
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referring to the physical reality of her son. It is not a 

portrait of her son. It is a reference to the sad and vulnerable 

typification of urchinhood in relation to which she can, indeed, 

perceive her son. She can picture her son that way. 

Symmetrically arranged in relation to the picture of the boy 

was another gift from her niece, a reproduction (very similarly 

painted) of a well-developed young woman holding a guitar 

(Illus. 41/2). 

"Do you like that? " I asked. 

"I think so. " 

"You don't sound too sure. " 

"No, well I do like it but she bought it saying it was a 

little girl to match that, " (Eileen indicated the picture of the 

boy) "and she's not such a little girl is she? " she laughed. The 

picture was 'a girl' - no girl in particular - and the 

conversation was entirely about what was depicted. The 

characteristics of the paintings as made objects did not enter 

into it - indeed, she referred to the painting of the boy as a 

'photo'. 

Perhaps the pictures in which what was depicted had the most 

immediate personal significances were those of relatives. The 

oil painting of Mrs Y's granddaughter (Illus. 22/2) was an 

example of this. To her, it was the most important object on her 

walls. 

"Well it was just that I thought it was so nice. It was 

something to remember her by, you know, sort of style, " said 

Mrs Y. 
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Mr and Mrs P said the most important objects on their walls 

were the family photographs - one of which was of Mr P's brother 

who was killed in the war (Illus. 274/1 and Illus. 47/1). 

People depicted were sometimes more remote but had important 

significances for the owners of the pictures. Mrs L, who had a 

screen-printed mirror picture of David Soul, had named her 

second son, David, after him. The most important object for 

George on his walls was the picture mirror of Laurel and Hardy. 

But the larger truth is that, with the exception of family 

photographs and the two portraits in oils, those pictures 

enjoyed primarily for what they depicted were rarely 

representations of physical realities connected with the owners 

or their way of life. 

This was not only true of the subjects but also of the 

treatments. While it might be said that Tom, as a seaman, had a 

relationship with the ships in his pictures, it was clear that 

they were not ships that he had served on (they were sailing 

vessels) but, furthermore, they were not depicted in ways that 

attempted to render them 'real'. The pictures of cottages - 

'homes' - epitomised this. The ideal representation of 'home' 

bore no relation to the physical houses in which the owners 

lived and were not depicted 'realistically'. 

Since what is thought to correspond to 'reality' in pictures 

is largely a matter of convention (Gombrich 1962), it is perhaps 

more accurate to say that they did not use that mode of 

representation - that pictorial 'language' - usually construed 

in Britain as corresponding to 'reality'. Interestingly, those 

pictures which might be deemed most 'realistic' usually depicted 
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things that were furthest removed from the way of life of their 

owners. The 'Haywain' is an example of this. 

A number of things were noticeable about this pleasure in 

pictures as what was depicted. The first was that the qualities 

of the depictions - the visual conventions - seemed only to be 

of critical importance when what was depicted had a very 

personal significance for the owner. Mrs Y and her 

granddaughter, for example, were both concerned about the 

likeness in the portrait. Mrs Y explained, "I think he's got her 

teeth too white, you know, the teeth are too prominent. I think 

that's the only fault that we ever had with it. But I'm quite 

pleased with it like. " 

Even in that instance the discussion is straight through to 

the physical features of the granddaughter. 

In the majority of pictures that were not photographs the 

things depicted were not personally known to the owners and in 

these cases the manner of the depiction seemed relatively 

unimportant. There was a high degree of tolerance towards the 

visual conventions used. The mode of depiction was important 

only in so far as it was adequate to evoke an existing idea. 

There was certainly no demand for realism or naturalism. On the 

contrary, most of the images liked for what they depicted were 

not particularly 'naturalistic'. Nor was there any common style. 

What they had in common was that they varied. They strained to 

be different; to be unusual. This characteristic is discussed 

under its own heading. 
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Pictures of Things 

Although when pictures were introduced by reference to their 

characteristics it was usually in terms of what they depicted, 

this was occasionally accompanied by remarks that acknowledged 

that the object under discussion was a constructed image. 

References to the media in which pictures were made were 

usually uncertain and minimal. They indicated that very little 

interest was usually taken in this aspect of pictures. (This is 

distinct from those occasions discussed under 'Unusual Objects' 

when the materials in which objects were made were enjoyed for 

their novelty value). Certain kinds of photographs were, 

perhaps, the pictures in relation to which the medium was 

identified with most certainly. 

A colour photograph of a school football team pinned to the 

wall was the first object discussed in a house which contained 

two boys of school age. The photograph was embedded in the 

pattern of a geometric wallpaper (Illus. 48/2). 

"Can we take this one first? " I asked. 

"That's the bairn's school photo, that, " said Eileen. 

Later she said, "It's a nice little thing to be proud of, you 

know. " 

In a similar family home, two colour photographs were pinned 

to the wall either side of a felt banner with an image of 

Blackpool Tower on it. I referred to one of the photographs. 

"Can we start with this one? " 

Mrs L: Right, well that's David. That's me middle son. 

C. P.: What would you call that then? 

Mrs L: Well that's just his school portrait. 
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The 'school photo' or 'school portrait' seemed to be a 

'genre' of picture with an established collective meaning. One 

reference to a 'wedding photo' was of the same kind. It is 

interesting that photographs - images that might be expected to 

be most treated as 'direct' records of 'reality' - existed in 

genre forms which were spoken of in ways that acknowledged, 

however minimally, their identities as made images. 

Apart from these photographs there were very few occasions 

when pictures were spoken of in ways that registered them as 

fabricated images. 

"That's my picture. David Soul. It's a mirror picture, " said 

Mrs L (Illus. 204b/2). 

"It's a picture of him - Paul, " said another woman about a 

photograph of her son who was lying on the floor watching 

television while the interview took place. 

These ways of introducing pictures simply register that the 

object is a representation -a picture - and not actually David 

Soul or Paul. A few other statements included additional factors 

- for example, the medium in which the picture is made. 

"Do you know what it is? " I asked Mr and Mrs N, the couple 

with the 'unwanted' reproduction of the Breughel. (I realised 

subsequently that it sounded something like a quiz question. ) 

Mrs N replied with an embarrassed laugh, "It's a snow scene". 

Mr N, perhaps responding to the 'quiz' implication and 

guessing that something more was wanted, said, "It's, like, one 

of those novelty things, isn't it, you know. Little men like. 

It's a print of a famous painting isn't it? I've seen it before 
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but I can't think where, like. " 

Although the picture was first referred to as a 'snow scene', 

it was ultimately called 'a print of a famous painting'. With 

this reference we have an example of an image being identified 

in a way that acknowledges it as a made image. It seemed to be a 

product of the interview rather than an expression of Mr and Mrs 

N's usual relationship with the picture. 

In the same house there also hung a picture (Category 10b) of 

Durham Cathedral. It was a period print which had been 

transferred (photo-etched) onto satin finished steel, surrounded 

by hessian and framed (Illus. 37/2). 

"Can you tell me what that is? " I asked. 

"That's Durham, " replied Mrs N and immediately added, "it's 

an etching isn't it, Paul? " 

"Why, that's what it's supposed to be, " Mr N said, apparently 

protecting himself against the possibility that it wasn't. The 

statement that it was 'Durham' came first and was almost 

certainly most important. The reference to the medium was of 

dubious accuracy (although the particular nature of the object 

complicated this) and might have been an attempt to give me the 

kind of information that was thought appropriate. Nevertheless, 

it represents some concern with the object as a made image. 

In another house I was discussing, with Mr and Mrs M, a 

couple in their forties, three reproductions of period prints of 

local places - unusual images in Areas 1 and 2. 

"What's that? " I asked about one of them. 

"They're just prints. Old Newcastle prints. They're just 

black and white ones. You can get them in colour, " said Mrs M. 
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"One's North Shields, the other one's Newcastle from 

Gateshead, " said Mr M. 

"And the other one's Bambrough, " added Mrs M. 

Here the reference is clear to 'prints' and this time it 

comes before the mention 

elaborate 'Old Newcastle 

depicted and the medium 

old. 

Old Fashioned Pictures 

Mrs W, who had brough 

of the places depicted. The more 

prints' combines both the place 

- as well as an interest in things being 

t back the knight's weapon from Ibiza. 

had five small inexpensive reproductions of various 17th and 

18th century figure paintings hung in a vertical column inside 

the front door (Illus. 247a/2,247b/2 and 247c/2). They were in 

plastic frames simulating ornate gilt - each oval in shape. I 

gestured towards the group of pictures, aiming at the top one to 

open the discussion. 

"What is that? " 

"Just an old-fashioned type of picture I would say, " was her 

reply. 

Two of the five pictures were the 'Laughing Cavalier'. Later 

in the discussion I pointed to one of these and asked, "Do you 

know what that is? " 

There was no hesitation. "The Laughing Cavalier. " 

"Do you know what the Laughing Cavalier is? " 

"It's just a picture - like the Blue Boy, and things like 

that. " 

The presence of two 'Laughing Cavaliers' (each cropped into 

oval frames and with different colour qualities in the 
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reproductions) seemed to indicate little interest in the 

individual pictures. They were more important as a group. When 

pressed, it was clear that Mrs W knew the 'Laughing Cavalier' 

and offered the 'Blue Boy' as another example of this 'kind of 

picture' but had taken no developed interest in the objects in 

terms common to the fine art world. For her, these objects were 

exactly what she said they were - just old-fashioned types of 

pictures. (The word 'just' should, again, be noted. ) 

It has already been seen that people were often unaware of 

signatures or labels on pictures and it was rare for pictures to 

be introduced by reference to the artist by whom they had been 

made. Leslie, in Area 2, was the only person who knew an old 

master that he owned by the name of the artist - Constable. 

The couple with the 'old Newcastle prints' had a reproduction 

of a painting by George Stubbs prominently hung between frames 

of butterflies in their living room (Illus. 30/2). The 

furnishings and decorations in their home were unusual in Area 2 

in that they included simple unpolished wood finishes and 

'craft' oriented designs. The objects in the rooms alluded to 

being conventional antiques - although they were not apparently 

originals. The man was a plumber - retired through ill-health at 

an early age. He was in his forties. The woman worked as a shop 

assistant. 

In front of the Stubbs, I asked, "And how about this? Can you 

tell me what that is? " 

Mrs M said, "It's a print of an old master. It's written on 

the back and I've forgotten who he is! " she broke off in 
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embarrassed laughter, sharing with her husband a humour in the 

situation which seemed to be the result of her feeling 'caught 

out'. Here was somebody from the art world asking her about her 

picture and (wouldn't you just believe it? ) she couldn't come up 

with the name of the artist! 

Her husband supported her - but at the same time, perhaps, 

grounded the situation in reality. 

"You just like horses don't you? " he said. 

"A... ha. " She confirmed with a Geordie style affirmative. 

"So that's why you've got it is it? " I asked. 

"Yes, " they both agreed - the woman seeming to find new 

confidence in this more comfortable and defensible platform. 

"You said it was a print of an old master... but that wasn't 

why you got it? " I sought further confirmation. 

"No. No. " They both agreed that wasn't why they got it. 

"Mind, I wouldn't pick anything modern, " said Mrs M. "It 

would always be that sort of thing, you know. An old, you know, 

Constable or something like that. " 

"Why is that? " 

"I don't like the modern pictures very much. Well, to start 

with, modern stuff wouldn't go with anything in this house. It 

would stick out like a sore thumb. So you tend to pick what you 

think would tone in or... " 

"Blend in, " said Mr M in unison and in support. 

The passing mention of Constable is interesting and similar, 

in its generalised allusion to a vague category of 'old 

pictures', to Mrs M's mention of the 'Blue Boy'. The implication 

that the picture was playing a role in relation to the decor of 
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the room as a whole is also interesting. The emphasis on 'old 

master' and 'old' pictures generally, is clear. 

Mrs L had a reproduction of Renoir's 'Les Parapluies' hanging 

against a maroon embossed and flocked wallpaper. As we came to 

the picture she volunteered, "That one's a Rembrandt I think. 

Yeah, it's a Rembrandt. It's got the same faced woman. All his 

pictures of women seem to have that soft pale face. I'm not sure 

what that one's called. " 

She also had a reproduction of the Mona Lisa in the same 

room. 

"What's that one? " I asked. 

"The Mona Lisa, " she replied with confidence. 

I did not discover whether she knew who had painted the Mona 

Lisa but his name was certainly not mentioned in the discussion. 

Also in the room was a reproduction of a drawing of a leopard 

(Category 10) (Illus. 35/2). It was a substantial picture framed 

similarly to the Renoir. Her reference to this was different in 

that it focused on the thing depicted. It was also revealing in 

other ways. As we approached, she said, "that's a clouded 

leopard, " referring directly to what was depicted. "I wasn't 

sure if it was a jaguar or what it was, but I looked it up in 

that book this morning and it's a clouded leopard. " 

"You've gone to a lot of trouble with me coming haven't you? " 

I asked. 

"I did do, " she said without hesitation and as though glad to 

get it off her chest. "I did do actually. Just not to show that 

I was ignorant over the things that I had up. " 
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Her response throws further light on the way my presence was 

perceived - and the way the interview situation could influence 

some responses. It also, perhaps, in this case, indicates some 

competition with neighbours, since I was obviously surveying 

nearby households and had perhaps been told of the procedure. 

(News travelled fast in Areas 1 and 2. ) 

In addition, it is interesting that she treated the picture 

of the leopard differently from the Renoir. She didn't feel the 

need to provide for me the same kind of knowledge about that 

picture as about the Renoir or the Mona Lisa. It was simply a 

leopard. She didn't attempt to offer the name of the artist, 

though it was there on the work (it transpired that she was 

unaware of it), or the title of the work. Somehow, the 'high 

art' images drew from her a different mode of definition. For 

her the picture of the leopard was a leopard, not a picture with 

a specific title or one painted by a particular artist. The 

reason for this was probably that it did not have the 'old- 

fashioned' look of an oil painting - 'art' - and was, therefore, 

not considered to be relevant to my enquiry in those terms. 

The same woman had two original paintings on felt on the wall 

in the dining area. One was of a tiger and the other a horse 

(Illus. 239/2 and Illus. 240/2). She had bought these from an 

artist who was selling his work from door to door. They were not 

expensive. 

"Now these two, " she said, "is by, I think it's Peter 

Hargreaves, or Philip Hargreaves, I'm not too sure. He's just 

put P Hargreaves but he's signed them on the back. " 

In this case the concern with the artist's name rather than 
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the thing depicted is probably a result of the way in which the 

object was purchased. The engagement with the artist, selling 

his work, could be expected to focus attention on the signature 

and the artist as originator of the work. It is notable that she 

was not entirely clear about the name of the artist. Another 

interesting aspect of this woman's pictures was the wide range 

of styles and levels of skill that she was apparently able to 

accept alongside each other. The differences here were even 

greater than those between Constable and Artman. 

These references to pictures as man-made representations, 

using terms that resembled the kinds of categories that have 

currency in the art world, raise the matter of distinguishing 

between ways of thinking and talking about objects which have 

currency in the day-to-day life of the people interviewed and 

those which were peculiar to the interview situation. As already 

noted, it is not a matter of some being more 'true' than others. 

It is a matter of some being more significant to this project 

than others. While it is very useful and illuminating to know 

how Mrs X reacts when she is discussing her pictures with a 

member of the art establishment, its value lies in the insights 

it provides into how she thinks about and uses them in her 

normal daily life. It is a daily life which is unlikely often to 

include an interview with a strange member of the art world. 

The fact is that, although on a few occasions (and they were 

rare) pictures were referred to by the names of artists, the 

medium, or the title of the work, the information was usually 

(though not always) faulty. Always it was limited. Further 
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questions showed that there was no depth of appropriate 

knowledge to support the introduction of the objects in those 

terms. It seems correct to see this as an indication that little 

or no interest had been taken in the objects in that way. It 

seems most likely that these responses were largely a product of 

the interview situation. People were trying to give me the kind 

of information they thought I wanted. In so doing, they were 

actually clarifying how they did not use pictures. 

What realistically seems to have currency in the day-to-day 

life of these homes can, perhaps, be interpreted with the help 

of the following exchange with a married woman aged 72, who told 

me that she had left her pictures when she had moved from her 

old house to the new one. I asked her why. 

Edith: Well, they are getting old-fashioned, I think, you 
know... Well now I think they would have been fashionable 
because some have gold frames you know-and paintings. Like 
they were paintings - not photographs. They were paintings 
really. I just left them getting a new house and that. 

C. P.: And it hasn't bothered you that you haven't put... Are you 
going to put some more up? 

Edith: Well, I might get one painting to put on the wall. Take 
the mirror down and put it on that wall. 

C. P.: And what would it be, do you think? 

Edith: Scenery, I should think. 

Edith's remarks seem to identify some important elements. 

First, the influence of having a new home is clear. Second, the 

role of fashion is introduced in relation to the change of home. 

Third, what she thought of as out of fashion herself she says is 

in fashion now - by implication for younger people - because of 

the gold frames in particular. (Even her term 'old-fashioned' in 

reference to the pictures is the same as that used in a more 
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positive sense by the younger woman with the Laughing 

Cavaliers. ) Fourth, she makes a distinction between paintings 

and photographs - paintings seeming to have a higher status. 

Actually, given the uncertainty of knowledge of media displayed 

generally in Areas 1 and 2 (and bearing in mind other 

information on the status of 'hand-made' things which will be 

discussed later), it seems realistic to take the important 

distinction to be between an obviously hand-made image (at least 

in the original) as opposed to a photograph or mechanically 

produced image. Almost certainly the paintings would have been 

reproductions but their character as hand-made was dominant. 

(Another woman of 79 years of age had said of the pictures she 

owned in her previous home, "they were mostly views, you know, 

paintings,... views... They weren't real paintings but they looked 

like paintings, you know. ") 

A reasonable interpretation of all this in relation to the 

statements already discussed seems to be as follows. Some of the 

people encountered in Areas 1 and 2 recognised and used a type 

of picture that younger people described as 'old-fashioned'. It 

seems to be the same catetory of pictures as those described as 

'proper paintings', a vague notion of pictures - usually 

substantially framed - that are old or appear to be old. These 

pictures are understood to be made by 'artists' - paintings as 

distinct from being photographs. They depict such things as 

horses, figures and scenery or 'views'. Among other things these 

old-fashioned pictures make a contribution to the overall 

impression made by the interior of the home. In this respect 
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they are similar in kind to the weapons. The people who own 

these objects are preoccupied by neither armour nor painting. In 

a strange way these paintings (like the weapons) 'stand for' 

being paintings. They are replicas of paintings - not in the 

accepted sense of reproductions, but more as props in a stage 

set. It is apparent that the things depicted are important - 

even within this category of 'old-fashioned pictures'. Indeed, 

in several examples included for discussion here the initial 

reference was to the thing depicted. 

Representations of Beliefs and Ideals 

Two of the households on the council estate were overtly 

Catholic. The 'additional household', introduced via a friend in 

one of these two households, was also Catholic. Religious 

artifacts are included at this point since the way in which they 

were spoken about identified them as pictures. In some cases 

statements were indistinguishable from other references to 

pictures considered here. 

I asked Hilda, aged 44, about a reproduction of a painting 

(Illus. 337/2) of Christ with an inscription underneath. 

"And what's this one? " 

"A picture of the Sacred Heart, " she answered. "The picture 

you get when the house is blessed. " 

At one level this statement is like saying, "That's a picture 

of a leopard. " At another level it indicates a 'genre' or 

'idiom'. a collective kind of image that has common 

characteristics and which has a shared and elaborated meaning - 

at least for Catholics. To refer to an image as a picture of the 

Sacred Heart is to refer to a set of more extensive collective 
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meanings than to refer to an image as a picture of a leopard. It 

is also to refer to a particular kind of picture. The religious 

dimension of the work is accompanied by (and provides) a 

vocabulary with which to discuss it. The religion provides a 

framework within which these images can be situated by their 

owners. 

The other Catholic household was that of Mrs W. I talked to 

her about a metal medallion pinned to the inside of her front 

door. It hung above another object. 

C. P.: What's the top one. Can you tell me? 

Mrs W: That's a Sacred Heart. 

C. P.: What's the Sacred Heart? 

Mrs W: Can you see... It's a picture of Our Lord but exposing the 
heart. Can you see that? It says (here she read the words 
surrounding the image), 'on the top you see the Holy Family. Our 
Lady and Our Lord and the Child Jesus'. 

Her statement is unusually elaborate and draws on the shared 

religious meanings that the medallion embodied. She also refers 

'through the object'. The characteristics of the mode of 

depiction are not acknowledged. At the same time it is clear that 

she perceives a Sacred Heart as a form of representation -a 

'picture of Our Lord'. Both these households contained 

crucifixes which were identified as such by their owners. 

"I like it because it's holy, " said Hilda of her picture 

calendar of the 'Sacred Heart'. She considered the 'holy 

pictures' to be the most important objects on her walls. 

In addition to these religious values, there were other 

values of a secular kind which objects exhibited and which 

owners sometimes mentioned in saying why they liked them. 
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Of the brass low relief with the 'reproduction' of, Whistler's 

Mother on it and the poem titled 'Mother' (Illus. 265/1), 

Stanley, the 63-year-old plasterer, said, "They're nice words. 

Nice and appropriate. We all love our mothers. Something to 

remember them by. " 

Stanley's reference is to more than his own mother - just as 

the low relief itself was referring to more than one mother. The 

value being expressed had the status of a widely held ideal of 

'Motherhood'. In this sense the object was like the religious 

objects. It referred to a shared set of meanings to which 

Stanley was prepared to subscribe publicly. 

Collective notions about 'Home' had a similar character. 

Eileen had a very similar brass low relief to the one bearing 

Whistler's Mother. It had a picture of a cottage on it and the 

words of the song 'Bless This House' beneath (Illus. 264/2). 

When I asked why she liked it, Eileen said, "I think just 

mostly what it stands for... the meaning. " 

"The meaning of the words? " 

"Yes. Bless This House sort of thing. " 

"Are you religious? " 

"No. Not particularly. " 

The religious dimension was not essential to the collective 

affection for the ideal of Home. Like Motherhood, it had a 

religiosity of its own. It was manifested less overtly in most 

of the images of cottages - usually with thatched roofs - in 

pictures and on functional objects. As already suggested in Part 

V, Chapter 3, the significance of these pictures is not the 
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houses contained in them but in their reference to human 

relationships. The people in Areas 1 and 2 do not convincingly 

wish to live in such cottages, although they may visit them 

sometimes in the form of an effort of the imagination. The main 

purpose of such pictures was to stand for a general idea. 

Stanley had a calendar and a letter rack with images of 

thatched cottages on them. 

"The old-fashioned cottages. " he said. "I think they're 

beautiful. You can go to some villages, you know, and see them. " 

"Would you like to live in a place like that? " I asked. 

"I would do... but I don't think it would do for me 

(laughter). I was born and bred here you know. " 

Mrs R, who had the ceramic dish with the words 'Happiness is 

having someone to care for' on it, said she liked it for the 

words. 

"I like the wording, " she said. 

"Do you mean you like the idea or you like things with words 

on them? " 

"No, I like that wording. " 

It was Mrs R who also owned the mirror picture of two 

children embracing (Illus. 333/1). 

Other ideas embodied by objects were less serious. Mabel, who 

owned the ceramic frying pan which said 'Many hands make light 

work', said she liked it for the motto and thought of hanging it 

in the kitchen so that visitors might take the hint when she was 

having to cater for them. It was a small joke but it 

nevertheless showed a preparedness to be explicit about such 

things - explicit about the humour and, however lightly touched 
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upon, the idea of collaboration being worthwhile. 

Objects which Contribute to the Decor 

People often said they liked objects because they made a 

contribution to the decor of a room - although they never used 

the word 'decor'. It might be more accurate to say that they 

contributed to the identities of particular interiors. Many of 

these remarks seemed to confirm that to a very large extent 

people put things on walls because people put things on walls. 

It wasn't a subject about which there was much discussion. There 

wasn't much of a vocabulary. A set of stock phrases were 

deployed which were part of the day-to-day usage in the setting 

but which had probably very rarely been examined. 

"It sets the mantlepiece off. " "It takes the bareness off the 

walls. " "It puts a bit of colour in the place. " "It fills the 

space on the wall. It livens it up a bit. " "It takes the plain 

away. " "It makes the house look brighter. " "Sets the wall off. " 

"Takes the nakedness off the wall. " 

All these phrases were used in relation to a wide range of 

objects (including pictures) when people were saying why they 

liked them. There seems little doubt that people dislike bare 

walls and every house in the Survey had things hanging on them. 

At a basic level this consideration is a matter related to the 

decor of the room. But, of course, anything would 'take the 

bareness off the walls'. It says little about the particular 

choice of object. Once again that is probably why such phrases 

were used so often. They fended off questions for which there 

was no ready answer. 
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Slightly more developed responses were, "I thought at the 

time it went OK with the wallpaper - contrasted. " This was said 

of a chopping board in a kitchen. 

An oriental grass-woven pennant was liked, "Because it goes 

with the brown and beige colours of the wicker flower bowl 

underneath. " 

This kind of statement did bring together two elements in the 

identification of a visual relationship. We have already seen 

that Mr and Mrs N, the policeman and his wife with the Breughel 

on the council estate, had two period prints etched onto satin 

finished steel (Illus. 37/2 and Illus. 338/2) in their dining 

area. When explaining how one of them came to be there, Mr N 

said, "It just caught my eye. We thought it was different, you 

know. So we bought it. We just had a space on the wall and were 

looking for something to fill it. " 

Later I asked what they liked about them. 

"I just like them, " said Mrs N. "I just like the stainless 

steel background. That's what I like. " 

"Aye, at the time I had stainless steel lamps and that at the 

other house, " said Mr N, "and they went, like, above the unit I 

had my stereo on, and that was stainless steel kind of thing and 

it all went together you know. " 

Surfaces being similar to one another or contrasting with one 

another were obviously important in people's accounts of why 

they liked objects. Related to this was the notion of having 

things in 'pairs'. Although nobody said so, it seems to be a 

practice rooted in a concern with decor - the layout and 

arrangement of things in a room, perhaps; a preoccupation with 
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symmetry. 

Talking about a wooden low relief, Mr B said, "It's something 

that comes away from the wall. It's a pity we didn't have a 

matcher. " The notion of 'a matcher' is unlikely to be one that 

Mr B had thought much about. It was simply a part of the stock 

of terms used to talk about things on the walls. 

Betty had two pictures of horses. "As I say, I like horses, " 

she said. "I liked the top one and then we fiddled around to 

find a one with a horse to make the pair. " 

The habit of having pairs of things is related to a more 

conscious practice in Areas 1 and 2 of mounting more elaborate 

groupings of objects in arrangements. 

At a modest level, this amounted to no more than a grouping 

of more than two objects, like the group of five reproductions 

of 'old-fashioned pictures' which included two 'Laughing 

Cavaliers'. That particular case makes clear that the group is 

more important than the individual pictures. As a group they 

contribute to the place they occupy. But the grouping of things 

was sometimes elaborated into more developed arrangements of 

different, but related, objects into settings or 'tableaux'. 

This occurred in the homes of younger people and was, perhaps, 

an example of the influence of fashion. It particularly involved 

objects other than pictures. 

Tom's 'Banqueting Hall' (see 'Something Old') is a clear 

example of this. Mrs H, a young woman on the council estate, had 

an arrangement of mirror tiles with an image of a tiger 

surrounded by knives and pistols. She said she wanted a 'jungle 
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effect'. Interestingly, these more elaborate projects were more 

likely to involve men. This may have been because an element of 

'collecting' was involved. The objects that made up the tableau 

were a kind of collection. A concern with 'collecting' as 

distinct from a concern with the decor was, perhaps, seen as a 

more masculine preoccupation. 

When discussing two picture mirrors that George and Ruth 

owned in Area 1- one with an advert for Cutty Sark whisky and 

one with an image of Laurel and Hardy - Terry said that he would 

like to have a wall of mirrors of that kind with the Cutty Sark 

mirror in the centre. They were due to move house soon and he 

was planning to achieve his ambition in the new place. Then the 

mirrors were going to include a lot more ships but also more 

film stars - Marylin Monroe and Clark Gable were given as 

examples. 

On the council estate, Mr and Mrs E, who were a similar age, 

had already achieved such a display of picture mirrors all 

bearing Mucha images - 'The Four Seasons' (Illus. 205/2). Mr E 

had bought the large central mirror and he had some reservations 

about the other four which Mrs E had bought separately. I asked 

Mrs E why she had chosen them. 

"I thought they would just go well around this big mirror, " 

she said. 

"So you were thinking they would fit into the house? " 

"Yes. " 

"Do you think of your pictures like that - that they fit in 

with the decorations? " 

"Yes, I would say so, " said Mrs E. 
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"No, " Mr E did not agree. "If I liked them enough I would buy 

them anyway cos I think you can make them, like, focal points of 

decoration, so it's immaterial what they look like so long as 

you like them. " 

What Mr E meant was that it was possible to build the 

decorations around the characteristics of a picture rather than 

the other way round. There was little evidence that this 

approach had been adopted in relation to pictures in Areas 1 and 

2, but almost certainly it did apply in relation to collections 

of pictures, mirrors and weapons. (It should be mentioned in 

passing that mirrors were sometimes said to be a means of 

increasing the light in rooms. ) 

Mr E's mention of a 'focal point' for decorations was echoed 

elsewhere without that term being used. 

Mr B said of some hanging shelves, for example, "Again, it's 

something that comes away from the wall. The room needs this 

without a fireplace. " 

The role of the fireplaces in Area 1 as a point of reference 

in the organisation of the living rooms has already been 

mentioned, and so has Mrs Y's fond memories of her mirror over 

the fireplace which was where, she said, everybody used to hang 

them. 

It was common for people to say that they liked things 

'simple' and uncluttered. This was an interestingly relative 

concept. One person's idea of 'clutter' was different from 

another's. The same Mrs Y is interesting on this subject when 

reminiscing about the old days and how she had thrown a lot of 
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things out when she had moved to the council estate. To my 

eyes, Mrs Y's home was uncluttered and certainly was so relative 

to other homes in Areas 1 and 2. 

"Yes. I think at one time we had wor places cluttered up too 

much. We gave ourselves a lot of work for nothing, like, sort of 

style. And I don't think that it did anything for the walls, 

like. I like the places bare better. I think it looks bigger. 

And then, of course, as I tell you, I'm getting older and I 

cannot be bothered with all the work. " 

The 'work' referred to was the chore of cleaning and dusting 

objects on the walls. This would bean inevitable consequence of 

having them because there was a lot of pride in the way 

interiors were kept clean. Mrs Y's 'we' seems to be the 

fraternity of women who identified with each other in the 

responsibilities of looking after the appearances of the homes. 

Even though the vocabulary for discussing such things was 

limited, the importance of them was considerable. 

Sybil took the discussion of her decorations very seriously. 

"I like everything to match if I possibly can, " she said. "I 

don't like a lot of ornaments but I like them good. " 

"And do you mean they match in colour... " 

"Well, the colours, you know, I like them to go - cos I'll 

never buy a new three-piece suite you know - to tone in. Not too 

loud. I don't like loud colours. And I think the less you have 

in a house, it's nicer ... I think, but I don't know. " She 

gestured around the room. 

"You see me flowers match me curtains and me curtains match 

me covers and me shade matches the shades I made. You see. And 
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then I've got the green plants on there. Just I help meself man. 

Cos I've got not a lot of money. I just have to try to make it 

the best I can. " 

"Yes, well that's really nice, " I said. "You've obviously put 

a lot of thought into it. " 

"Oh, I've got good taste, " she said, with no hint of humour. 

"Very good taste. " 

"Do you notice this kind of thing when you go into other 

people's houses? " 

"Oh yes. You see nice things all cluttered up. Doesn't look 

nice at all. " 

To my eyes Sybil's living room was inclined to be crowded 

with decorated surfaces and ornaments. But again this was 

relative. Compared to others she may have been right in what she 

was saying. Her curtains and walls were simpler than others, 

although the number of small ornaments on every level surface, 

including the top of the television, was considerable. 

Before leaving the use of objects on walls as part of the 

decor, it is worth recalling that one chain of wallpaper shops 

in Newcastle made a feature of selling inexpensive reproductions 

of paintings. Many of the Category 11a pictures in Areas 1 and 2 

were acquired from these shops. The pictures were offered for 

sale alongside wallpapers, cans of paint and other decorating 

materials - the implications being clear. 

Ornaments 

Sybil referred to 'ornaments' and it was clear that many 

objects were performing an 'ornamental' role. Although people 
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often referred in passing to their 'ornaments', there were not 

many occasions when objects were introduced as such. 

Mrs Y had an artificial plant on a metal wall-hanger (Illus. 

339/2). She volunteered, "That's just an ornament. Just an 

artificial plant. " 

Mrs M with the painting by Stubbs referred to two ceramic 

dishes (Illus. 340a/2 and 340b/2) as 'just ornamental plates'. 

In both cases the word 'just' implies a relative lack of 

status - although this could have been the product of the 

interview situation in that it might have been anticipated that 

I would not see them as significant to the study. 

Mrs W in Area 2 had a small-scale replica of a warming pan in 

the living room on the wall against which the open stairs were 

fixed. 

"What's that? " I asked. 

"Warming pan, I think... Something like that. It's an 

ornament. " 

In this case the statement, 'It's an ornament' was an 

emphatic summing up as if to say that whatever else it might be, 

it was actually an ornament. There was no indication that, as an 

ornament, it lacked status. It was simply as an ornament that 

the object made sense to her. 

The warming pan was made of brass with a wooden handle and 

there were several objects in Mrs W's home made from these 

materials. Hers was the copper pebble-dashed wallpaper on which 

hung the weapons. Other walls were of wood planking - or 

synthetic planking. She had explained earlier in the interview 

that she liked the combination of wood and brass. When asking 
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her why she liked this 

and brass was repeated 

joke. So much so that. 

synthetic wood pine wa 

empted my questions by 

While this response 

or that object, the predilection for wood 

so often that it was becoming a shared 

when we came to some horse brasses on a 

11 in the kitchen, she deliberately pre- 

volunteering as a quip, "Brass and wood. " 

was a product of the sequence and flow of 

the interview, it was also, perhaps an interesting short-hand 

statement of the significance the objects had for her. That was 

what they were - 'brass and wood'. Their role was to provide the 

combination of wood and brass which she valued. 

This indicates an important 'unspoken' identity that some 

objects undoubtedly had as contributions to the decor. The term 

'ornament' implies an 'object focused' identity whereas some 

objects might have been most important for the materials from 

which they were made, or rather, the contribution that those 

materials made to the overall appearance of the room. 

It was when I was asking Mrs W why she liked the imitation 

weapons that she'd brought back from Ibiza that she revealed 

another facet of what they were to her. 

"I just like them. I thought it would look nice on the copper 

- because it was dark wood. " 

"Why did you choose weapons like that, do you know? " 

Mrs W laughed. "Not because they were weapons, just because I 

thought they would look nice on the wall. " 

Of course, there was no one reason why they were 'really' 

liked. They were on the wall for a combination of reasons - one 

of which was, surely, that they were weapons. There were 
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presumably other dark wooden things that Mrs J could have hung 

there, other than weapons. However, it is clear that one reason, 

perhaps the main reason, for them being liked was that they were 

made of dark wood which had a visual potential in relation to 

the copper wall. 

Mrs W was not unusual in liking brass and copper. They were 

common materials in Areas 1 and 2 and several people gave them 

as reasons for liking objects. There was little evidence that a 

liking for materials was a result of very careful examination of 

their qualities. The range of synthetic materials on the walls 

and in the objects themselves implied that it was enough for 

particular kinds of materials to be suggested. Certain 

materials, particularly wood, copper, brass and gold were 

considered, in a very general sense, to be 'good'. It seemed 

that a surface had only to allude to these to give pleasure. 

Ruth had bought a low relief of a Viking ship (Illus. 259/1). 

Her husband, George, suggested that it was because of the 

colours that she had been attracted to it. Ruth said she thought 

it had been made of wood when she bought it. They both now 

thought it was polystyrene. 

Ruth said she liked the way it had been made. I asked her if 

she felt it would have been better if it had really been made of 

wood. 

"Yes, " said Ruth. "Because it would have been more, like, 

hand-made. " 

In fact, the object was clearly hand-made and polystyrene. 

Ruth seemed to be saying that wood had the connotations of being 

'hand-made' and a status that went with that. Obviously she 
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hadn't examined it very carefully - the precise qualities of the 

wood were not important to her in purchasing the object - or she 

would have known very quickly that it was not wood. Now that she 

knew it was polystyrene, the object had lost its quality for 

her; its 'hand-madeness'. 

The most convincing liking for materials was a part of the 

liking for unusual things, for novelty. Particular materials 

were sometimes enjoyed because they were considered 'different'. 

"I think it catches the eye, anything like that. As opposed 

to anything dull you know, " said Stanley of two pictures printed 

on silk. 

The liking for things being 'different' or 'unusual' is 

discussed in another section. (See 'Unusual Objects') 

One common reason given for liking an object was its colour. 

This was not always very convincing but seemed often to be an 

easy way of satisfying my curiosity about why the object was 

liked. 

A plant hanger was said to, "Put some colour in the place. " 

Most comments on colour were simply based on a liking for a 

particular colour or kind of colour. "Well, that's my favourite 

colour" and of some dried flowers, "I like Autumn colours". They 

were usually made by women and there was a significant link 

between colour as a reason for liking an object in itself, and 

the contribution that the colour of an object made to a decor - 

the latter usually being the woman's domain as well as the 

objects on the walls. 

Sometimes the more general term 'colourful' was used, as in 
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"I like them because they're colourful, " which was said of two 

ornamental low relief peacocks ( eg Illus. 270/2). Remarks like 

this were not always confirmed by the characteristics of the 

objects - another indication that they were token explanations. 

'Something Old' 

When Charles had said he liked the image of the medieval 

knight etched onto steel because it was 'out of the run of the 

ordinary photo' he had gone on to say, "And you get a touch of 

going back to medieval days. " 

Allusions to the past were common in the objects on people's 

walls. although few if any objects were actually old. The past, 

or the perceived 'age' of objects was sometimes mentioned as a 

reason for liking them. 

The word 'nostalgia' does not seem appropriate because it 

implies a yearning for one's own past. The pleasure in the past 

involved here is more for a very generalised imaginary past on 

the one hand and a closely related liking for 'old' things on 

the other. 

The nearest thing to a liking for a person's own past came 

from Eileen who was unusual in the working-class Areas in saying 

that she liked pictures of 'old Newcastle'. She was only aged 49 

herself. 

"I love to see pictures in the paper about old Newcastle. " 

She had no pictures of old Newcastle on her wall. 

Most people liked old things in a more general sense. Mrs P 

liked the 'multi-purpose' pad and pencil holder (Illus. 212/1) 

for its 'olde worlde charm', although it was clearly recently 

made. It referred to an age of copper fireside utensils and was 
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made from 'natural' wood, and that seemed enough to create the 

effect. 

"I think old stuff has a bit of character to it, " said Mrs M 

of one of her ceramic plates. 

Reference has already been made to the liking for 'old- 

fashioned pictures' which seems to include a similar vague 

pleasure in the past. It is a pleasure that cannot be thought of 

as an interest in history or in antiques. There was no evidence 

that anyone had taken any real interest in such things as they 

are represented by academic study or by Arthur Negus. 

The presence of so many replicas of old weapons - shields, 

swords, flintlock pistols, knives, halberds - in Areas 1 and 2 

demonstrates this pleasure in a notion of the past. 

In their 'dinette', a dining area that had been created by a 

wall having been knocked out of their flat, Tom and Molly had a 

battle axe, two facsimiles of halberds -a weapon combining a 

battle axe with a spear head (Illus. 215/1) and a shield and 

crossed swords (Illus. 341/1) hanging in a symmetrical 

arrangement on synthetic wood planking. Tom said he wanted the 

dinette to be like a 'banqueting hall'. 

As we turned to the halberds (Tom seemed to call them 

'halibuts' but it might have been the Geordie accent), I asked 

why they liked them. 

"They're just different aren't they? " said Molly. 

"We had to get a pair, " said Tom. "The idea was to put 

a... What I was really after was a breast plate of armour and 

ah... But then it was just the cost. " He indicated the symmetry 
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of the arrangement that he would have liked on the wall had he 

been able to afford it. The halberds tilted on either side of 

the armour. "That's what I wanted like. " 

As it was, the centrepiece was a reproduction of a 

traditionalist landscape painting (Illus. 324/1) which had been 

a gift and was untypical of the other things in the home - or 

elsewhere in Areas 1 and 2. 

"Some put old muskets on the wall, that sort of thing. I 

thought I'd go a bit more medieval, " he said. 

I asked Molly if she liked the shield and crossed swords. 

"Oh yes! It wouldn't be here if I didn't, " she laughed. 

"Do you make the decisions then? " I asked. 

"Oh we make them together. He's the one who's very creative, 

I think, aren't you? " 

"I think the ideas up, " said Tom confidently. "She backs us 

up. "1 

"Is there any reason why you would want this to be like a 

banqueting hall? " 

"Not particularly, just because it's what they put on the 

wooden walls you see. " 

They thought the halberds and the battle axe were authentic 

but did not think the shields and swords were. Tom wanted to get 

a better shield when he had the opportunity. In fact, it seemed 

clear that none of them were genuine, although the shield and 

swords were probably the least accurate replicas. It also seemed 

clear that the objects referred to different historical periods, 

and probably, cultures. The low relief image in the centre of 

the shield (Illus. 341/1) appeared to be of a Roman. 
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In terms of any kind of serious concern with history, armour 

and weapons, the objects did not make sense. 

The conversation is interesting for a number of reasons. It 

seems to illustrate a concern for these objects as part of the 

decor. Tom was trying for an overall effect to which the objects 

contributed. The larger effect was more important than the 

individual objects. He was obviously not very interested in 

banqueting halls as such, but he wanted to create a very general 

sense of the past. The particular kind of effect was also one of 

power and effectiveness, of castles and kings. Whatever 

shortcomings the objects had as 'facsimiles' they were adequate 

to meet Tom's intentions. 

The fact that Tom was so central to this is another 

interesting point. The nature of the objects was 'OK' for a man 

to be concerned with. This was reflected elsewhere in Areas 1 

and 2 where it was the weapons on the walls, or related things 

(the image of the medieval knight, for example) that men 

expressed an interest in. But Tom's extreme responsibility was 

untypical. Noticeably, Molly gives this the status of 

'creativity' which Tom is happy to accept. She has no objection 

to his assertion of her secondary role in 'backing him up'. The 

more usual role of women in taking responsibility for the decor 

of the home and the objects on the walls was not referred to as 

'creativity'. It was more likely to be simply 'woman's work'. 

There was sometimes an expectation that I would be interested 

in old things as someone interested in art. In the middle of 

discussing a thermometer, Sybil broke off and volunteered, "Now 
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that's very old, that biscuit barrel. It was me mother's. She 

was 92. She's dead now but she'd be 94. That's a very old 

biscuit barrel. " 

In this case the object had a close significance for Sybil in 

relation to her mother. It is interesting that she thought of 

the biscuit barrel in much the same way as she did the 

thermometer on the wall. They seemed to be the same kind of 

objects for her. Perhaps what they had in common for Sybil was 

apparent age. 

Unusual Objects 

One of the most common reasons given for liking objects in 

Areas 1 and 2 was that they were thought to be unusual or 

'different'. This enthusiasm was reinforced convincingly by the 

variety and ingenuity of the objects. 

About her original painting on glass, signed 'Bevafichi' 

(Illus. 18/1), Mrs R volunteered, "I like that one. When I saw 

it I just liked it straight away. I thought it was different. I 

haven't seen one like that before. " 

It was the image of the dog with a hat and a walking stick 

that Mrs R found most unusual, but the way in which the picture 

was painted onto the back of a piece of glass contributed to the 

novelty. Mrs R thought this the most important object on her 

walls. 

Of a wooden shoe brush holder shaped as a clog, Mrs R said, 

"I think it's different. You don't often see a clog with a brush 

In it. " 

This enthusiasm for unusual things was repeated by many 

people - including some men who were more inclined to admit to 
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such a curiosity than to any interest in colour or the decor. 

Characteristic remarks are, "They're a bit different to an 

ordinary picture, " or, "It catches your eye. " 

Leslie, in his sixties, who had a reproduction of a Constable 

on his wall and knew who had painted it, had bought an unframed 

picture of a cat pressed in low relief from a pet shop. They 

were reproductions of photographs on thick card. The shape of 

the cat had been pressed into low relief from behind. Leslie had 

thought it was unusual because of the way it 'stood out in 3D' 

and had brought it home and framed it himself in a black plastic 

frame (Illus. 342/2). 

The materials in which objects were made often provided a 

novelty dimension. Freda was telling me about a picture of a 

sailing ship (Illus. 15/1) made in low relief. 

"What about this one? " I asked, moving on from the previous 

object. 

"That one... that was a present from... ah, Italy, I think? " 

Her question was aimed at her husband, Bob, who took a different 

tack. 

"It's all made of, ah... " 

"It's only cork, though, " Freda spoke over Bob, not waiting 

for his answer to her question. "The ship's made with cork. " 

"No it's not. It's made of shells. " 

"Shells is it? " 

"Aye. Seashells, " said Bob who seemed closer to the truth. 

When I asked why they liked it, Bob said, "It's a novelty". 

"Well, it's a novelty isn't it? " answered Freda. "I like the 
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idea of it being all made with shells. I thought it was cork 

but... " 

Inaccuracies about the nature of the materials were 

encountered on other occasions and were sometimes paradoxically 

coupled with an expressed interest in the materials employed. 

The implication seemed to be that the materials were of interest 

in that they made the picture a novelty - not an 'ordinary' 

picture - but beyond this registration of 'novelty' the nature 

of the materials seemed to have received little attention. 

Closely related to this affection for novelty was the fact 

that things that were sufficiently unusual drew the attention of 

visitors. In this sense they had a social dimension. 

"Well, it was a present, " said Mrs L when I asked her why she 

liked a wooden chopping board that was on her kitchen wall in 

Area 2. "1 didn't use it to tell you the truth. It was just 

there for show and lots of people commented on it after. It was 

unusual. They hadn't seen anything like that before. " 

When I asked Mrs L why she liked a screen-printed mirror 

bearing images of the bridges over the Tyne, she replied, 

"Because when the light catches it it looks a different colour 

every day. At the moment it looks, like, greeny with the bright 

light. And then at night time it looks purpley. And people 

always comment on that one. " 

Here, the changing colours seemed to be a genuine 

fascination. It was the kind of mirror that changed as the 

spectator moved about in relation to it. It had a 'novelty' 

dimension. The fact that people commented on it reinforced 

Mrs M's pleasure. The enthusiasm is not so much for the colours as 
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the changeability of the object - its unusualness and the 

responses it draws from other people. 

In some cases there was an element of competitiveness in the 

pleasure in having things that were different. It was a way of 

marking oneself off from others. 

I asked Mrs M about a low relief pewter dish (Illus. 319/2). 

"Why did you choose that? What do you like about it? " 

"I think it's very eye-catching, you know. Something 

different. It's something that nobody else has got... more or 

less you know. " Mr M thought this made it the most important 

object on their walls, along with a George V Coronation plate 

(Illus. 220/2) because it was a 'rare piece'. 

Molly, the wife of Tom the seaman, had a string picture of a 

sailing ship on her wall (Illus. 323/1). 

"Do you like it? " I asked her. 

"Oh yes. I like way-out things like that, " she said with an 

embarrassed laugh. 

"Why do you like it because it's way-out? " 

"Well, it's different. I don't like things that's common and 

there's loads of them. I just find it very different. " 

"So do you like the things on your walls to be provocative in 

some way? " 

"I like them to mean something - to represent something, but 

I wouldn't like to go into your house and see them and then me 

mam's house... I want to be on my own with them. I like to be out 

of the common as much as possible. " 

Molly seems to have been thinking of 'modern art' when she 
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said she liked things to have a meaning. While she takes 

pleasure in being different, she cannot accept the sort of thing 

she associates with 'modern art' and with me as a representative 

of that world. 

Mrs L was of a similar persuasion. 

"Do you like things to be different? " I enquired, after she 

had explained that a spray of dried flowers on a wooden spoon 

was 'something different'. 

"Oh yes, " she answered positively. "I like things out of the 

ordinary. But I don't like weird stupid things. " 

"So you draw the line somewhere do you? " 

"Hideous objects, things like that, that've got no sense in 

them. I do respect other people's points of view. They might 

like it. That's up to them. But if it's got to go in my house I 

tend to think, I don't think I would really like that. " 

Mrs L's increasing feeling did not seem to be related to 

anything that had been said. It was based in her ideas about 

certain kinds of pictures - ones, presumably, that she 

associated with me. 

It is worth recalling at this point Ruth's two paintings by 

Ossie, both of which borrowed conventions from 'modern art'. Her 

enthusiasm for them was in their unusualness and the way they 

drew responses from visitors. 

When I asked her why she liked one of them (Illus. 238b/1), 

she replied, "Just because it was unusual. People can't see what 

it is when they look at it. You can't see anything and then you 

see three faces. People coming in stand for ages looking at it. " 

The enthusiasm is for the joke, but why should this be 
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enjoyed in that spirit when 'modern art' was generally despised? 

It could, of course, be that Ruth and George were unusual and 

had different tastes to other people in Areas 1 and 2, but this 

was not borne out by the other objects on their walls or by the 

way they talked about them. Part of the answer was no doubt 

simply that the pictures were not there as 'art'. They were 

there as a joke. But the most likely answer is that they had 

arrived within their own group of friends. A friend who worked 

with George had made them and given them to them. There was a 

personal connection. The objects were friendly. They carried no 

threat and were not 'foreign'. 

Mention has already been made of the liking Stanley had for 

the two images of churches painted on the back of glass with 

windows that shone (Illus. 24/1). It was this fascination, 

probably more than anything else, that made him think of these 

as the most important objects on his walls, although the 

associations with his wife's family were also significant in 

this. 

Another facet of the desire to own unusual things is a 

concern with fashion. It was not mentioned often but there were 

occasions when people said that this or that was no longer 

fashionable. 

When Mrs L was telling me about her picture with a clock in 

it (Illus. 206/2), she said, "I needed a clock and those were 

coming out at the time, so I thought, 'Well, I'll get a picture 

and a clock in one' cos they were unusual then. " 

Mr and Mrs E were interesting on the subject of fashion when 
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discussing a string picture (Illus. 343/2). 

Mr E made it clear that he did not like it. Mrs E explained 

that she did not like that kind of picture any more and when she 

redecorated she would be taking it down. 

Mrs E: (Laughter) If we decorate it won't be up again. They're 
out. 

C. P.: But you obviously liked it when you got it. 

Mrs E: Yes I did. These string pictures were sort of just coming 
in and I liked them then. I think they're just a phase and it's 
gone out now. 

C. P.: (To Mr E) You obviously didn't like it. Why was that? 

Mr E: I don't like string pictures. I think some of them are 
good but, like, they're very common like now. Everyone seems to 
have one. 

C. P.: Both of you seem to be saying that some of the things you 
like depend on being unusual or being rare? 

Mrs E: Yes. 

Mr E: Unusual rather than rare. 

Mr E's distinction between 'unusual' and 'rare' is consistent 

with the other examples considered here of enthusiasms for 

things being different and unusual. 'Unusual' rather than 'rare' 

is a concern with the 'odd' rather than the 'priceless'; with 

the 'peculiar' rather than the 'unique'; with 'fun' rather than 

'importance'. 

If these examples of people in Areas 1 and 2 thinking of 

their possessions as attracting responses from visitors are 

compared with similar cases in Area 4, the contrasts are 

apparent. The architect's drawings of the house, liked because 

people commented on them, the sabre, liked for the same reason, 

said very different things to visitors about their owners. 

Closely related to this enthusiasm for unusual things in the 
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working-class Areas was the importance of some objects as being 

'real'. One of these was a set of six butterflies in circular 

frames (Illus. 277/1) in George and Ruth's first floor flat in 

Area 1. 

Once again the situation was that they were about to lead me 

out to the hall, thinking that I'd completed the living room. I 

was asked if I'd like to look in the hall - 

C. P.: Yes but you've got... (I indicated the objects without 
giving them a name). 

George: Oh! The butterflies! 

Ruth: (simultaneously) Oh. They're from Italy. 

George: They're actual butterfly wings. 

The last statement from George makes a distinction between a 

depiction (a picture? ) and an 'actual' object. There were other 

examples of this. 

In John and Betty's home we discussed some pressed flowers. 

Betty led us on to them as we worked round the room. "Now this 

was brought from Austria, " she said. "My daughter-in-law brought 

it for us. " 

"It's a real Eidelweiss, " said John. 

Again in her first floor flat, Molly said, "Now downstairs - 

before you go out, there's a clock -a proper ship's clock, and 

a compass, a ship's compass. " 

This concern with the special significance of certain objects 

being 'real' is not a preoccupation with 'authenticity' so much 

as an extension of the fascination with the novel, the unusual. 

This is confirmed by the fact that the objects hung alongside 

things which were overtly synthetic, both in materials and, in 
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the case of replicas, identities. 

In the cases of the butterfly wings (the bodies of the 

butterflies were plainly not 'real') and the Eidelweiss, the 

fascination is in the context of presentations approximating to 

pictures - they were framed and under glass. The extra 

significance seems to exist in the novelty of having 'real' 

objects instead of images of objects. 

The ship's clock hung in the home of Tom, the seaman, and co- 

existed with replicas of old weapons as well as small-scale 

synthetic bronze ship's bells. The importance of the real ship's 

clock lay not in its authenticity -a concern for such would 

have made the other objects unacceptable - but in its 

unusualness. In this particular case it was also a special 

object in its reference to Tom's life. It was the clock from a 

ship on which he had served. 

I asked John and Betty why they liked their Eidelweiss. 

"It's just the idea that they're real pressed flowers. The 

flower that was, well, made famous by that picture, wasn't it? 

What do you call it again? " 

"Oh yes, but I mean, it's the national plant isn't it? Of 

Austria? " said Betty. 

"I think it is, " said John. "I couldn't say for sure. What 

was that film again? 'Sound of Music'! " 

There seem to be a number of trends in this general concern 

with things that are unusual. First there is the concern with 

novel things -a fascination with the intrinsic peculiarities of 

objects - the way they glow, are three-dimensional, or made from 
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interesting materials. 

Related to that is the desire to be different - to 

demonstrate publicly a distinctiveness. There is an element of 

competition here and some concern with fashion among the younger 

people; a desire to have the 'latest thing' and to draw comment 

from friends and neighbours. 

One implication of things being 'different' that becomes 

apparent to an outsider is that it implies being different to 

something. Of course, in one sense this could mean different to 

other people but while that might apply as a reason for hanging 

something, it does not explain the pleasure in objects 

themselves as being 'different'. The notion implies a 'norm' in 

relation to which an object is perceived as different. 

There were occasions when people said, "It's different to the 

ordinary picture, " and it seems possible that the 'ordinary 

picture' is the norm from which people wish to deviate. One 

reason for this could be that the 'norm' is associated with the 

lives of other social groups. The 'norm' might also be 

associated with 'art'. For an object to be 'different' is, 

perhaps, to disassociate itself from the pretentions of another 

way of life, from art and from the critical attention that is 

associated with both. 

It should be said that this interpretation has no currency 

whatsoever in the setting. Furthermore, it seems to be 

challenged strongly by the presence of other objects - 'old- 

fashioned pictures' for example - which have all the 

characteristics from which I am suggesting there is the desire 

to be different. 
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But the apparent contradictions are more in the objects or, 

rather, an outsider's perception of them, than in the ways in 

which they are being used in the settings. A Constable is only 

irreconcilable with an Artman to someone who looks at them with 

particular priorities and forms of knowledge. A Constable being 

used as 'an old-fashioned picture' was obviously similar to an 

'Artman'. Furthermore, 'old-fashioned pictures', among battle 

axes and halberds, are part of the larger enthusiasm for the 

'old', the romantic and, even, the 'unusual'. 

There is little conscious logic dictating what people put on 

their walls in Areas 1 and 2. Contradictions and paradoxes were 

celebrated. 

Exceptions 

Sarah, the woman with the BA degree (who had worked as a 

secretary in a Department of Fine Art in higher education) has 

to be registered here as an exception in Area 1. 

She referred to a reproduction of a painting by Lowry as 'a 

Lowry', to two ceramic tiles as 'pottery', and to two 

inexpensive reproductions of Japanese works as 'two cheapo 

Japaneso printso'. The difference in her use of language was 

evidenced when she said what one object was not. About a ceramic 

dish she had received as a gift, she said, "The reason I don't 

like it is that it purports to be an 18th century pastoral 

composition but it obviously isn't. " (The accuracy of the 

description of what it purported to be is inconsequential at 

this point. ) The way of referring to the object was untypical of 

other people encountered in Area 1. As already stated, Sarah was 
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more typical of Area 3. 

The post graduate student was also untypical. He, for 

example, had an unframed reproduction of a Picasso nude on his 

wall. This he introduced as 'a Picasso' in a way which was 

unusual in Area 1. 
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THREE PEOPLE; THREE SETTINGS; THREE PICTURES 
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(Illus. 66/FA) 

A Portrait of Janet's Husband: The Fine Art Sample 

This is a portrait; a portrait of Janet's husband. It was 

painted by the artist Cedric Morris who has a place in the 

scholarly history of 20th century British Art1. Morris has had a 

retrospective exhibition at the Tate. The painting is a work of 

art. It is important that the painting is as much about art and 

about Cedric Morris as it is about Janet's husband. The artist 

chose the subject. While it is a portrait, it does not conform 

to the conventions of traditional fine art portraiture. It 

knowingly rejects them. It purports to conform only to the 

expressive needs of Cedric Morris. The likeness to Janet's 

husband is not a correspondence to our habitual daily perception 

of physical 'reality'. We are offered the artist's particular 

perception, 'dictated by feeling'2. The picture contains a 

challenge to our perceptions and asks us to look at Janet's 

husband in a new way. 

1. Francis Spalding 'British Art Since 1900'. Thames and Hudson 
Ltd. London 1986 
2. Ibid. p151 
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A Portrait of Mr N's Father: Area 4 

This is a portrait; a portrait of Mr N's father. It is a 

formal portrait. Mr N is an important man. His look is paternal. 

We look up to him. He does not smile. His look is perennial. Ills 

jurisdiction is lasting. He can be turned to for good sense and 

wisdom. He is the source of these. A man of substance, he is 

painted substantially. The lustre of the oil paint confirms 

this. The picture presents a tangible reality. It is realistic. 

It presents Mr N's father the way Mr N wants to see him. The 

portrait was commissioned from a professional artist - Tom 

Pattisonl. Pattison worked knowingly within the tradition of 

fine art portraiture. For those familiar with that tradition, 

the painting is part of it, shares its grandeur. The painting is 

a work of art. 

1. Marshall Hall, 'The Artists of Northumbria' Marshall Hall 
Associates, Newcastle-upon-Tyne 1982 (pp133-134) 
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(Illus. 235/2) 

Hilda's Daughter: Area 2 

This is Hilda's daughter. A picture of Hilda's daughter. It 

is valued because Hilda's daughter is valued. It is an informal 

picture. The girl is a girl like any other. It is a happy 

picture. She smiles. The picture is of a moment. Now. The girl 

is seen against a shallow space littered with flowers. Flowers 

are pretty. The picture was painted by a friend of Hilda's who 

paints as a hobby. The painter was innocent of the conventions 

of fine art portraiture. The image is based on a photograph. It 

isn't art - Hilda's friend made it. But it took a lot of 

patience and it's very clever. It was a nice thought. 
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SOME WEAPONS AND SHIELDS 
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Some Weapons and Shields 

Real Maori weapons in 

Sample. Made of wood and 

foreign culture they are 

recognisable as weapons. 

there as sculptures; as 

objects. To the sculptor 

them they are valued for 

the Fine Art 

from a 

hardly 

They are 

aesthetic 

who owned 

their 

formal qualities, their 'primitive' 

qualities, their 'natural' sense of 

'good' form. Significant form. 

Primitive art. 

A real sabre in Area 4. It is 

effective in the real world. It 

belonged to Dr H's great great uni 

The sabre reinforces Dr H's sensr 

identity and family tradition; a 

tradition associated with military 

authority and power. 

It is antique and has a place in 

the larger world of antiques. 

(Illus. 53/FA) 

(Illus. 313/14) 
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The crest of King's College, 

London University in Area 3. 

Mr..., who died a few years ago, 

studied there and received an MA 

degree. The shield confirms his 

scholarship; validates the wider 

importance of his knowledge; shows 

that he was effective in the world. 

The shield continues to remind his (Illus. 106/3) 

widow of her husband's achievements. 

An imitation shield and crossed 

swords in Area 1. They are not 

historically accurate as replicas. 

They are ineffectual in the real 

world. They have no descriptive 

relationship to the home in which 

they hang. They are a token 

evocation of another unspecific 

time and place. Fantasy. 

They are part of the decor. 

Unusual. Fun. 

(Illus. 341/1) 

545. 



PART VII 

SUMMARY: MAPPING THE USES OF OBJECTS AND IMAGES 

546. 



PART VII 

SUMMARY: MAPPING THE USES OF OBJECTS AND IMAGES 

CHAPTER 1 

Commonalities and Differences 

In writing a conclusion which relates to issues indentified 

in Part I, there is a danger that the discussion becomes 

inappropriately broad, implying insupportable generalisations 

beyond the locations in Newcastle-upon-Tyne that were sampled. 

There is also the danger that the Sample groups themselves are 

treated in a way that might exaggerate the homogeneity of each 

group on the one hand, and the differences between them on the 

other. 

It is, therefore, important to begin by re-emphasising the 

reservations stated at the end of the Summary to Part III to 

the effect that, in using the terminology of social class, it is 

not inferred that the people encountered are simplistically 

representative of class cultures. Also, it is acknowledged that 

the account tends to exaggerate homogeneities - as well as 

differences - but this is inevitable in the presentation of a 

readable map. 

Commonalities 

Before discussing the differences which were apparent between 

the groups in the Survey, it is worth remembering that we are 

discussing a practice with broad commonalities across the 

groups. 

People in all parts of the Survey hung objects on their 

walls. Many of them were pictures (images with no utilitarian 

attachments) including three-dimensional images. There were also 

547. 



functional and pseudo-functional objects in all parts of the 

Survey. Many objects'(mainly in the working-class Areas) 

combined utilitarian characteristics with images. Having said 

this, there were marked differences in the proportions and 

characteristics of all these objects in different parts of the 

Survey. 

Few people had elaborated reasons why, in general, they hung 

things on their walls and this was particularly true of 

pictures. It was a 'taken for granted' part of domestic life, an 

unquestioned practice. One reason for people hanging things was 

almost certainly that it would have been abnormal not to do so. 

But what it was 'normal' to have on the walls differed between 

the groups and, in some cases, within groups. 

Objects had a multiplicity of significances for their owners. 

When discussing Individual things, as distinct from the general 

practice of hanging them, people tended to be more able to give 

reasons for their presence. Indeed, they often warmed to the 

discussion and elaborated extensively. 

Some reasons given for hanging objects were common to all 

parts of the Survey but the values and assumptions implied by 

the reasons varied between the groups. Everywhere, for example, 

some objects were hung for their private associations rather 

than their publicly recognisable significances. However, there 

were considerable differences in the extent of this between 

parts of the Survey, the importance attached to this associative 

use of objects, and the kinds of objects involved. In the 

working-class Areas, this was a primary reason for hanging 
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objects. In the other parts of the Survey it was less common 

and, when given prominence, it was often in connection with 

objects said to be relatively unimportant. (See the discussion 

later in the Summary on 'Extra-pictorial Uses of Pictures'. ) 

Similarly, in all parts of the Survey some objects were said 

to be present as part of the decor of rooms. But, whereas all 

kinds of objects, including pictures, were spoken of in that way 

in the working-class Areas, in the Fine Art Sample it was rare 

to speak of pictures in that way (a bit of a joke) and in the 

middle-class Areas it tended to be only those pictures thought 

to be of least importance. There were also different degrees of 

sophistication associated with the discussion of the 

contribution particular objects made to environments. 

It should be noted, too, that in all parts of the Survey some 

objects were not chosen directly by the principal adult members 

of the household. They were inherited or received as gifts. But, 

as Chapter 1 of Part VI shows, there were differences between 

groups in the extent of unchosen objects and the ways in which 

they were received. 

Differences 

From the perspective of this research, it was significant 

that there were substantial differences in the proportion of 

pictures to other objects in different parts of the Survey. 

In the working-class Areas, objects with images often had 

utilitarian dimensions. The art world distinction between art 

and utilitarian things had little currency. In the middle-class 

Areas and the Fine Art Sample, images were usually pictures with 

no utilitarian dimensions. A clear finding (see Table 1 in 
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Appendix I) was that the proportion of pictures to other objects 

increased steadily as one moved from Areas 1 and 2, through 3 to 

Area 4 and the Fine Art Sample. 

There were also considerable differences in the kinds of 

pictures found in different parts of the Survey. Certain kinds' 

were more or less limited to particular groups. (See the 

classification of pictures and associated pye charts. ) These 

differences in stylistic conventions and treatments cannot be 

accounted for simply as reflections of discrepancies in wealth 

in the sense of differences in the availability of money with 

which to buy pictures. While people with more money can 

obviously buy more pictures, and more expensive ones, there are 

enough inexpensive reproductions on the market of virtually all 

kinds of pictures found in this Survey to discount wealth as the 

major factor dictating ownership of images of particular styles 

and contents 
1. ('Deeper' economic factors associated with the 

social positions of the people in the Survey are another 

matter, and these were apparently more influential. ) The 

differences in the kinds of pictures, and other objects, seemed 

to be related to such factors as variations in education, 

professional circumstances, aspirations, peer group values and 

beliefs - in short, differences in ways of life. 

As well as having different objects, different groups also 

had distinctive uses for the objects on their walls. Even when 

the same kind of picture occurred in different parts of the 

Survey, it was likely to be being used differently - understood 

differently. An example of this was the presence of 
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reproductions of paintings by Constable in both the working- 

class Areas and Area 3. In the working-class Areas these were 

usually not known as 'Constables' and were not lived with as 

works of art or, even, as reproductions of paintings. In Area 3, 

such pictures were known and used as Constables, as 

reproductions of oil paintings and, in the original, as 

historical works of art with public significances. It is 

important to emphasise that this does not simply mean that in 

different parts of the Survey there were different extents of 

knowledge about art and Constable (although this was the case) 

but that in different parts of the Survey his paintings were 

experienced differently. They 'looked' different to their 

owners. (See the section titled 'Picture Cultures and the Uses 

of Images' later in this section. ) 

In the working-class Areas, in particular, objects were often 

not valued 'for themselves' but were an integral part of family 

and community life as emblems (symbols of something else) of 

affections, friendships and events. In the middle-class Areas 

and the Fine Art Sample objects were more likely to be valued 

'for themselves' which is related to the fact that in those 

parts of the Survey possessions were thought of as part of the 

public world of art, while in the working-class Areas they 

tended not to be. It is inherent in the designation 'art' that 

objects have a significance beyond the domestic context. The 

capacity to designate one's possessions as high art is a form of 

power; it is to participate in the definition of high culture. 

To have one's possessions regarded as art is to be associated 

with the notions of specialness and value with which high art is 
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associated. It is to have one's taste and values validated 

'externally'. 

The differing notions of art held in the middle-class Areas 

and the Fine Art Sample are both institutionalised. In other 

words, when interviewees in these parts of the Survey used the 

term 'art'. they could have pointed to institutions and public 

practices that corroborated their notions. 

While the homes in the working-class Areas were rich in 

images, relatively few (by comparison with other parts of the 

Survey) were pictures per se. And those that were pictures were 

often not thought of differently from other objects. In this 

respect they resist comparison with either traditionalist or 

modernist notions of art. Inherent in the denial that objects 

are part of the world of art is the denial that they have any 

significance beyond their immediate context. I have interpreted 

this as an active abstention (albeit unarticulated) from 

participation. But it is not a sulky or inactive withdrawal. It 

is full of energy. It is possible to detect a similar cultural 

ploy to Dada's 'anti-art' in the non-art materials and bizarre 

nature of many of the ambiguous 'pseudo-functional' objects 

found in the working-class Areas. (That is not to imply 

influence or any other similarities2. ) 

The differences found in the various parts of the Survey are 

supportive, in principal, of the ideas of such theorists as Gans 

and Becker in the United States who have suggested the existence 

of a plurality of 'taste cultures' (Gans 1974) and 'art worlds' 

(Becker 1982). However, the particular 'art map' I would draw of 

552. 

V 



the Newcastle Survey is different from their American models as 

well as from that usually drawn in the recent polemics of the 

British fine art world referred to in Part I. 

n 
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CHAPTER 2 

'Art': Its Presences and Absences: A Tripartite Map 

As mentioned in Part I, the British 'art map' has commonly 

been discussed as a bicultural one; the world of high art on the 

one hand and 'the rest' on the other. 

John A Walker (1983) distinguishes between fine arts and mass 

media (ppl5-17) and says that 'crudely' the former is associated 

with the taste of what he calls the 'upper classes' (he seems to 

deploy this term to indicate the dominant classes) and the 

latter with the taste of the 'lower classes'. He then goes on 

without acknowledgement of any difficulty, to describe the 

'socially marginal position of fine art', to explain that fine 

art students do not expect to find jobs or patrons and that fine 

art is a highly risky and experimental area of practice. 

The contradiction goes unnoticed. If the 'upper classes' 

appreciate fine art (Walker later says, 'the fine arts are 

appreciated and supported by a mainly middle-class audience. 

(p17)), why does the fine art student not find patrons and how 

can fine art be socially marginal? 

The apparent anomaly is resolved with the recognition of sub- 

divisions within the dominant class on the one hand and fine art 

on the other. As far as the distribution of the notion of 'art' 

is concerned a tripartite map emerged in this Survey. (A 

considerably more complex distribution emerged of kinds of 

pictures and objects. ) The Fine Art Sample (arguably a 

professional sub-group of the middle-class)' perceived and 

situated their pictures as art in relation to ideas and 

practices which have broadly been referred to here as 
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'modernist'. The people in the middle-class Areas, while 

understanding their pictures as part of the public world of art, 

tended to do so within a frame of reference that has been 

referred to here as 'traditionalist'. Most people in the 

working-class Areas did not speak of their objects as part of 

the public world of art at all. 

Walker's 'fine art students' are educated into the scholarly 

culture of contemporary fine art - 'modernism' - the public for 

which, in this Survey, was restricted to the professional 

community of fine art itself. People in the middle-class Areas 

of the Survey, while enjoying 'fine art'. restricted themselves 

to traditionalism and were actually hostile to modernism. 

The division within the usage of the term 'fine art' is 

marked by the distinctive ways in which each is 

institutionalised. 'Modernism' is displayed, and its history 

charted, in the Tate Gallery - the National Collection of 20th 

century art. It is made public and supported by the Arts Council 

and its client institutions. It is taught in the art schools, 

sold by an identifiable sector of the art market, has a number 

of identifiable magazines devoted to it and gets some specialist 

press coverage in the media. Non-specialist coverage in the 

media, such as in the news sections of some so-called 'quality 

newspapers' and the 'popular' media is hostile -a fact which 

may be formative of, or a reflection of, views I met in the 

none-fine art Samples in the Survey. 

Traditionalism is more dependent on private organisations, 

which include the Royal Academy. It, too, has some press and 
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media coverage but it is on the one hand less specialist and, on 

the other, less hostile. The majority of commercial galleries 

selling 'contemporary art' deal primarily with work that can be 

called traditionalist. Specialist dealers in period pictures 

also deal with work in this category. There is little or no 

serious critical writing that attends to it in its contemporary 

forms. In its period forms, it is discussed more or less 

uncritically in journals which deal with antiques. Much of the 

work sold in the more specialist reproduction outlets is 

traditionalist as I have used the term in this thesis. 

In relation to the discussion in Part I of this thesis, it 

can be seen that people in both the Fine Art Sample and the 

middle-class Areas of the Survey tended to share similar notions 

of art as 'natural'. They also share a common heritage in the 

mainstream history of art though they perceive it differently in 

relation to their own use of pictures. But while modernism 

celebrates progress, experiment and the questioning of reality, 

traditionalism confirms established values, celebrates 

established ways of seeing, states reality as uncontentious. 

The fact that both forms of picture-making are referred to as 

'fine art' is a reflection of their common tradition. Indeed, 

many of the artists in the 'traditionalist' category are 

included in the minutiae of the modernist perspective on art 

history but are mostly excluded from high status because they 

are deemed to have contributed little experimental or new to the 

history of art's 'development'. It is, perhaps, this concern 

with originality and innovation in relation to the tradition 

that marks off the 'modernist orthodoxy'. The 'tradition of the 
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new'Z. 

I encountered no elaborated discourse within which to situate 

the objects and images found in the working-class Areas. It was 

a terrain characterised by diversity. It celebrated that above 

all. In its variety, rejection of 'common sense', humour and 

range of materials it shared much with contemporary fine art. In 

its preparedness overtly and explicitly to concern itself with 

interpersonal values and feelings, it was distinctive in the 

Survey. 

Such notions as 'folk art' and 'popular art' are the 

impositions of outsiders and, in any case, are not accompanied 

by any systematic guide to the terrain. They are also 

unsatisfactory in their singular connotations and in their 

designation of 'art'. In this Survey there was nothing that 

could be called 'popular art' in the working-class Areas. If the 

term is to have meaning in relation to these findings, it would 

have to apply to the art in the middle-class Areas. 

We might best designate the objects in the working-class 

Areas, as their owners might, as 'things to hang on walls'. They 

are none the less for that. 

Using terms which are a compromise between ideas existing in 

the settings and my own impositions, the following schematic 

presentation is suggested. 
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The Survey confirmed the unpopularity of the art enjoyed by 

the fine art community. 

By people I met in the middle-class Areas, modernism was 

scorned as ridiculous and nonsensical. It offended their notions 

of art and reality; notions of reality which correspond to 

'common sense'. While 'modern art' was talked about 

dismissively, the length, vigour and unsolicited nature of the 

occasional attacks implied a deep-seated objection. 

I understood modernism to be disliked in the working-class 

Areas because the whole notion of art as understood in the art 

world was alien. It tended to be spoken of as a distant and 

vague authority. In its traditionalist forms, art required a 

foreign kind of attention associated with authority and 

learning. In its contemporary forms it was both foreign and 

dismissed as absurd. In both cases it seemed to be the ambience 

and mode of attention associated with 'art' that was rejected 

more than the nature of the images, although the 'modern art 

joke' was well established. 
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ruAPTUU 4 

The Uses of Images 

Since images are of particular interest to the fine art 

perspective of this project, a more detailed comparative summary 

of their significances in different parts of the Survey is 

appropriate. 

Extra-pictorial Uses of Pictures 

In his book 'Painting and Experience in Fifteenth Century 

Italy', Baxandall (1972) says - 

"... for our purpose it is usually enough to know the 
obvious, that the primary use of the picture was for looking 
at: they were designed for the client and people he esteemed 
to look at, with a view to receiving pleasing and memorable 
and even profitable stimulations. " (p3) 

Although Baxandall was speaking of 15th century Italy, he was 

not, in that statement, referring to the specificities of that 

cultural setting. Rather, he was expressing the 'obvious' idea - 

applicable to any culture - that pictures are primarily used for 

looking at. It is a fundamental dictum of the fine art world 

that that is what pictures are primarily for. If, however, this 

assumption is tested in the settings of the working-class Areas 

in this Survey, it has, at least, to be qualified extensively. 

Of course, the fact that pictures (images) are registered 

optically is not in question. But they were often gifts whose 

primary significances were not visible. 

They stood for absent people, places, events - memories. It 

was often the object that performed this function and not its 

existence as a depiction. What was depicted in a picture might 

be arbitrary to the person or event that it 'stood for'. 
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Furthermore, to perform the role of 'standing for' another 

person, for example, a picture does not have to be actively 

looked at in the sense that this might be understood in the fine 

art world. Like a photograph album kept out of sight in a 

drawer, it is nevertheless an important and enduring presence. 

Like a book received as a gift, it may be seen only occasionally 

among other books on a shelf but its use as a gift is 

unimpaired. Also, its contents may be arbitrary to its 

commemorative role. 

These extra-pictorial (and, therefore, personal rather than 

public) uses for pictures in the working-class Areas were often 

primary. Pictures were often valued for their associations in 

both the middle-class Areas1 and the Fine Art Sample. The 

difference was that it was to a lesser extent and these were not 

usually offered as the primary significances of the pictures. 

Those pictures that were presented primarily as mementos in 

these parts of the Survey were usually not given high status as 

'art' and were hung in the less prestigious parts of the house. 

Inherited pictures were probably the most evenly balanced in 

being valued for their existence as both works of art and for 

their associations. 

Picture Cultures and the Use of Images 

Having emphasised the importance of the extra-pictorial 

significances of pictures - as objects - we can consider the 

ways that images were used as images in different parts of the 

Survey. The term 'image' is used to apply both to independent 

pictures and to pictures which were part of utilitarian objects. 

As Baxendall was aware, it is to state the obvious that the 
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use of pictures in the fine art world focuses on the 

characteristics of the pictures themselves. Some developments in 

modernism reached a point at which external referents beyond the 

picture 'itself' were denied. Form and content were one2. More 

commonly, pictures invite an experience which involves both the 

qualities of the picture and the things (physical, 

psychological, imaginary) to which they allude. The steam in a 

Monet is both steam and paint. The space in a Rothko can be seen 

as both a spiritual void and paint. Essential to the experience 

is the knowledge that what is being attended to is a constituted 

image; human gestures, marks, that are simultaneously something 

other and more than marks. Most significantly here, the 

particular qualities of the marks are crucial to, and 

inseparable from, the particular qualities of the 'otherness'. 

At the same time the qualities of the marks are significant 'in 

themselves', made by another human being - traces for the 

attention of others. Kinds of mark have significance for the 

initiate spectator and work in relation to an enculturated 

perception of the picture surface. 

This culture of pictures, found clearly in both the fine art 

community and the middle-class Areas (though within a narrow 

form) is predicated on the participation of the picture itself. 

This was not the case in the working-class Areas - at least 

not to the same extent. Of course, the characteristics of images 

influenced the experience they evoked. But the matter of degree 

is significant. In the working-class Areas the precise 

characteristics of images were relatively less important to the 
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ways they were used. They pointed to something else. (This is 

leaving aside the 'external' - or extra-pictorial - 

relationships and events for which they often 'stood'. ) 

'Internally', what images pointed to was a range of generalised 

concepts or ideals (perhaps, sometimes, imaginary worlds); 

'country scenes', 'sailing ships', 'home', 'the house on the 

hill', 'sad children', 'animals' ... The relative unimportance of 

the characteristics of the images themselves in pointing to 

these ideals explains the capacity to reconcile Constable with 

Artman. 

It would not be correct to say that the appearances of images 

were unimportant. They had to be capable of fulfilling their 

uses. But they were apparently perceived in a very selective way 

(perhaps an 'unfocused' way) which showed itself in an 

eclecticism capable of accommodating very different modes of 

representation. Thus, images from the world of high art were 

occasionally present if they facilitated particular uses. 

However, they were perceived in a way that more or less excluded 

the characteristics of facture and organisation which, to an art 

world initiate, make them works of art - and make them different 

from other pictures. 

An aspect of this relative lack of interest in the precise 

characteristics of images as constructions was the lack of 

interest in them as the work of particular artists. Images were 

not thought of as individual statements. Unless artists were 

known personally, they were of no consequence. Distinctions 

between photographs and paintings - originals and reproductions 

- were blurred. 
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There was, then, little evidence in the working-class Areas 

of the Survey of an active and elaborated 'picture culture' if 

by that we mean a widespread and self-conscious use of pictures 

made by one person for the attention of others, which put the 

precise characteristics of the images at the centre. What was 

present was a celebratory use of images (often on utilitarian 

objects) to confirm existing interpersonal values, to summon up 

ideals, to engender humour, to be 'different'. In total, this is 

an eclectic use of images - distinctive and recognisable in 

context. 

This use of images is described by outsiders variously as 

'mass culture', 'popular art' or even 'kitsch'. Actually these 

terms are deployed so loosely that it is difficult to be sure 

what they are aimed at - but it is probably reasonable to 

suspect that many of the objects and images in the working-class 

Areas of this Survey would be included by most who use such 

categories. Under such umbrellas this use of images is derided, 

on little evidence, as a 'false culture'. As stated in Part I of 

this thesis, radicals commonly see it as imposed by the dominant 

sections of society upon passive recipients. 

Macdonald (1964) puts it as follows - 

"Mass Culture is imposed from above. It is fabricated by 
technicians hired by business men; its audience are passive 
consumers, their participation limited to the choice between 
buying and not buying. The Lords of Kitsch. in short, exploit 
the cultural need of the masses in order to make a profit 
and/or to maintain their class rule... " (p60) (Emphasis in 
the original) 

Like Greenberg (1964), Macdonald considers 'folk art' - the 

rural peasant culture that preceded industrialisation - to have 
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been a genuine culture of the people, whereas 'mass culture' is 

false -a form of exploitation. 

It is not appropriate here to enter into debate on the merits 

of the cultures studied. The purpose has been to observe and not 

to evaluate. But the question of the authenticity - the 

genuineness of the cultures - is perhaps one that it is relevant 

to address. 

It seems to me that the use of images in the working-class 

Areas was a part of a genuine living culture that is also 

impregnated by the dominant ideology. The two are only 

incompatible to those who assess 'popular culture' in relation 

to its potential as a ready-made vehicle for social change. It 

has been suggested here that there are radical, if 

unarticulated, aspects in the use of objects hanging on walls in 

the working-class Areas. But, even if there were not, it would 

not seem to render the 'culture' any the less 'genuine'. The 

rural peasantry became urbanised a long time ago. In the 

meantime the consciousness and values of working-class people 

have been shaped by forces - some malignant and some benign, 

some physical and some ideological - just like any other 

collectivity. They have made sense of it in their own ways; 

responded with what resources they had. We may not like or agree 

with the artifacts that have become useful to them in this, but 

we have no justification for calling them 'inauthentic'. 

We may even legitimately aspire to improve on this culture by 

intervention. But, with Gans (1974), who uses the term 'popular 

culture', we should acknowledge that it "... reflects and 

expresses the aesthetic and other wants of many people (thus 
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making it culture and not just commercial menace);... " (pvii) 

Furthermore, perspectives on 'sub-culture' which concentrate 

on relationships to dominant culture (dependence and 

independence, the way 'higher levels' of culture are 

appropriated, etc), disregard the experience of the people in 

the sub-culture. Such perspectives might offer explanations but 

they do not correspond to what members experience themselves as 

doing (Horne 1982). In that respect they have been particularly 

inappropriate to this project. 
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ruAPTRU A 

Pictures and Realities: Challenges, Confirmations, Abstentions 

and Transportations 

If, as was said in Part I of this thesis, pictures are 

thought of as consequential - capable of affecting our 

consciousness, our understandings and perceptions of our 

relationship to each other and to the 'real world' - it is 

relevant to ask the function. in such respects, of the pictures 

found in each part of the Survey. 

The relationship of the pictures to notions of 'the real 

world' were, perhaps, as telling and distinctive to each group 

as their relationship to the concept of 'art'. 

Challenges: The Fine Art Sample 

In the fine art community pictures were not primarily 

referents to the visual world. They were primarily about 

picture-making, and perhaps most of all, about personal 

expression, individual statement. Non-figurative pictures were 

almost entirely confined to this group. Furthermore, figurative 

pictures were often spoken of in much the same way as non- 

figurative ones. In so far as some pictures were concerned with 

responses to the visual world, dominant concerns were with 

visual research through picture making and with the consequent 

discovery and presentation of unique observations of the world. 

Implicit in this was a questioning approach to the nature of 

'reality' - or, rather, to habitual experiences and 

constructions of it. In that sense, it was inherently radical. 

(Although the people in the Sample did not express particularly 
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politically radical views. ) It celebrated alternative ways of 

seeing, understanding and representing the world. It consciously 

celebrated challenge. 

However, pictures in the Fine Art Sample took forms which did 

not appear to confront their owners with significant challenges. 

Rather, they reinforced their self-perceptions as intellectuals. 

While addressing issues about modes of perception and 

representation in principle, they engaged with few consequential 

new realities. Much of the 'challenge' thought to be present in 

pictures existed only in relation to norms within a tradition of 

picture making and did not relate to other experiences of the 

world. In particular, they did not overtly engage with moral 

values or interpersonal relationships. 

Confirmations: The Midle Class Areas 

In the middle-class Areas, 'reality' was not up for question. 

The real world was known and under control. Photographs depict 

it precisely as it is. Artists represent reality 'artistically'; 

they 'poeticise' reality in particular ways in accordance with 

their individual moods and personalities. But this must not go 

too far. Reality must not be 'distorted' beyond recognition. 

Artists must only depart from reality 'within reason'. 

Berger (1981) identified in the way of seeing associated with 

oil painting, a concern with the 'tangibility' of the world. He 

saw it as a way of depicting the world which emerged with, and 

corresponded to, the obsession of the dominant class with 

possessions. This rendering of the physical world as 'tangible' 

has been identified here as a prevalent characteristic of the 

pictures found in the middle-class Areas. This was the case in 
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watercolours as well as in oil paintings, though the former were 

no doubt employing modes of representation influenced by the 

latter. But, despite Berger's treatise on Mr and Mrs Andrews (a 

landscape in which figures are arguably the real subject) he 

admits that, "Landscape, of all the categories of oil painting, 

is the one to which our argument applies least. " (p104) 

It was landscapes that were the most common pictures in the 

middle-class Areas. 

My interpretation is that the optic of 'tangibility' in the 

pictures in the middle-class Areas is less concerned with the 

possession of what is depicted as with efficacy over it. A 

tangible world is a world that can be acted upon, shaped, 

controlled. It is the world that science can affect. The most 

important characteristic of these pictures is not that they 

depict the possessions of their owners, or their way of life 

(though they sometimes do) but that, through their mode of 

representation, they confirm their version of common sense 

-a common sense within which the world can be entirely, and 

without anxiety, comprehended. 

At the same time, this common sense was imbued with a 

religiosity, a spirituality, through the ambience of the 

painterly mark; the poetic vision of the artist; a poetic 

confirmation. 

These characteristics were epitomised in the landscapes and 

seascapes. In these 'altar-pieces', the optic - the particular 

way of looking at the world - is rendered 'natural'. It is a 

pantheism in which the deity permeates not only nature itself, 
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but the particular construction of it, sanctified by 'art'. 

It seemed to me that, for people in the middle-class Areas, 

pictures gave the reassurance that things were as they should 

be, as they had always been; that common sense - the 'natural' 

order - prevailed in a world that they knew. There was also the 

peace and tranquillity of a visit to a 'corner of England'. 

Some pictures also seemed to confirm the self-perceptions, 

aspirations and effectiveness of their owners in a more overt 

form. Topographical prints of local places, estates and castles 

met a sense of continuity, permanence and influence over a wide 

sphere. Pictures of leisure activities - sailing, angling, 

shooting, hunting, golf - presented the lives of their owners as 

important and approved them by association with 'art'. Pictures 

shared with the Fine Art Sample the omission of overt references 

to moral values or relationships between people. 

In the middle-class Areas, then, pictures could be understood 

as confirming through both their mode of depiction and their 

subject matter, the sense of identity and effectiveness of their 

owners. 

Abstentions and Transportations: The Working Class Areas 

In the working-class Areas, physical reality was not in 

question. But pictures tended to refer away from it both in 

optic and subject. Those pictures that might be deemed to 

represent reality were not apparently being used for that 

purpose. There were few pictures (apart from fämily photographs 

and two painted portraits) which depicted the ways of life of 

their owners - and those that might be construed as such, like 

the replicas of ship's bells and the image of a sailing ship in 
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the home of Tom, the seaman, were not 'realistic' depictions. 

They did not attempt a construction of the real world. There 

were no pictures of leisure pursuits and very few of the 

locality. 

This can easily be interpreted as an expression of the fact 

that the realities were too unpleasant to live with in pictures, 

and there may be some truth in this, but it can more 

convincingly be understood as an expression of a particular 

relationship to the 'real world' and a relationship to the 

language of picture making which, in Britain, is deemed to 

represent it. 

You are less likely to surround yourself with reminders of a 

'real' world that acts upon you rather than you acting upon it; 

a world in which you have a sense of ultimate dependency. More 

significantly, those pictures which are deemed to correspond to 

'reality' as construed in our society are made in a particular 

way and have to be looked at in a particular way. 

That way of representing and looking is determined by those 

with the knowledge and authority to define for others the nature 

of the world itself. It seemed to me that this power was 

experienced by the people I met in the working-class Areas, not 

as deliberate domination but as superior knowledge and a 

foreignness of taste and manners. 

Pictures which depict the world 'realistically' - art - 

represented a world in which they were ineffectual and at the 

same time represented the furniture, the language and dialect of 

another class. 
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In pictures in the working-class Areas the whole business of 

reality is not so much challenged as set to one side. Pictures 

are sometimes experienced as jokes, sometimes as imaginary 

'obviously unreal' domains inhabited by people more helpless 

than the viewer, sometimes as equally unreal 'oases' without 

threat or demand. 

Hauser (1982) dismisses 'escapism' in 'popular art' because 

it causes us to 'flee from every duty and responsibility' 

(p582). In response to this, it might be asked why this should 

not be one legitimate function of pictures. Elsewhere in the 

Survey pictures were being used to reassure and confirm self- 

perceptions - largely dependent on the shutting-out of unwanted 

realities. But, more significantly, it should be said that, 

while physical reality and its acknowledged mode of depiction 

was rejected, what was positively attended to in the working- 

class Areas was the world of interpersonal relationships. Here 

there was an overt engagement with, confirmation of, existing 

moral values. Far from fleeing responsibilities, they were 

publicly declared. 

Though the characteristics of images played a limited role in 

the evocation, the ideas evoked in pictures in the working-class 

Areas were uniquely concerned, in this Survey, with moral 

responsibilities. These were the only homes In the Survey that 

had something to say, in the images on the walls, about how we 

should treat each other. 

One more point should be made. It is a distortion of the use 

of objects on walls in the working-class Areas to focus 

exclusively on images, as such. The range of functional and 
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pseudo-functional objects was equally prominent and, in their 

ambiguities and concerns to be different, these seemed to me to 

represent a restless irreverance towards the dominant 'common 

sense'. Thus, the objects on the walls in the working-class 

Areas can be seen as being distinctive in talking about 

relationships between people on the one hand, and in ridiculing 

habit and common sense on the other. 
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A Summary of Comparisons 

A simplified comparison between the uses of things hanging on 

walls across the groups is most effectively achieved through the 

schematic presentation of dominant characteristics at the end of 

this chapter. 

From this it can be seen that the Fine Art Sample shared much 

with the middle-class Areas and with the working-class Areas. It 

is noticeable that the middle-class Areas and the working-class 

Areas are in contrast throughout. It is important to stress, 

however, that this is a list of emphases. The existence of 

commonalities has already been noted. 

The fine. art community and the middle-class Areas had four 

major things In common that were absent from the working-class 

homes. The first was the validating concept of art. The second 

was a clear distinction between utilitarian objects and art. The 

third was a concern with image making itself; a picture culture 

in which the characteristics of the making - of the constructed 

image - were crucial. The fourth was a reverence for the artist 

as individual author. 

In many respects the images in the working-class Areas had 

much in common with those in the Fine Art Sample - 

distinguishing them both from the middle-class Areas. Both, in 

their different ways, rejected the dominant pictorial 

construction of reality (although in the fine art community this 

was ambivalent since there were a considerable number of 

traditionalist pictures). Both celebrated variety, ingenuity, a 

range of media, humour. Both expressed a wider range of feelings 

574. 



than pictures in the middle-class Areas. This latter in the Fine 

Art Sample was usually handled unspecifically in abstract forms 

or in the expressive qualities of materials rather than in the 

depiction of people and events - though there were examples of 

this. 

The ways of using pictures found in this Survey do not 

entirely support Bourdieu's (1986 and 1984) polarisation of the 

'Kantian aesthetic' on the one hand (a 'disinterested' aesthetic 

perception associated with high art and the elements of the 

dominant class most rich in cultural capital) and the aesthetic 

perception of working-class people (which Bourdieu argues is an 

extension of the perception of everyday life) on the other. This 

Survey found that the Fine Art Sample (the group which did 

include a concern with a 'disinterested' perception or formal 

structure in pictures) was far from exclusively so concerned; 

that the middle-class group was the most concerned that pictures 

should correspond to 'reality' - their daily perception of the 

world; that the working-class group, while disliking 

'abstraction', and using representational pictures, did not give 

priority to 'realism' or 'naturalism' in the images with which 

they surrounded themselves. Indeed, in the working-class Areas, 

many forms of stylisation - cartoon images, for example - were 

common. 
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Fine Art Sample Middle Class Areas Working Class Areas 

Art: Modernism Art: Traditionalism 

Objects of Objects of 
'intrinsic' value. 'intrinsic' value. 

Picture-making 
culture 

Picture culture 

Self-expression 

Challenges of 
dominant 
constructions of 
reality. 

Abstention from 
concern with 
interpersonal 
relationships. 

Challenge to 
common sense. 

Artistic 
interpretation 

Confirmation of 
dominant 
constructions of 
reality. 

Abstention of 
concern with 
interpersonal 
relationships. 

Confirmation of 
common sense. 

Objects and images 
to hang on walls. 

Objects valued for 
their associations 
with other people 
and events. 

Use of images 

Anonymous images 

Abstention from 
dominant 
constructions of 
reality. 
Transportation. 

Confirmation of 
interpersonal 
values. 

Ridicule of common 
sense. 
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REFERENCES 

PART I 

1. 'Modernism' is still the most applicable general title 

despite the emergence of the term 'Post-Modernism' which, as 

John A Walker (1983) has indicated, "does not supply any 

information about the characteristics of the works subsumed by 

it. " (p82) 

2. 'The British Art Show' of 1980 was selected by William Packer 

as "an honest sample of current British Art" (Packer 1979 p14). 

Over the period of this research the contemporary fine art world 

has been in an apparent state of shift and change. One of the 

factors in this has been the effect of the critique of its own 

exclusivity. The period has seen the institutional validation of 

a greater diversity of work, some of it influenced by non-high 

art imagery. 

3. It is interesting to note, however, that putting aside art 

school teaching, the contribution of commercial galleries to 

artists' incomes as artists is substantially greater than that 

provided by state institutions of art (Calouste Gulbenkian 

Foundation 1985). 

4. For a wider discussion of the concept and operation of a 

'selective tradition' see Williams (1980) pp66-70. For a 

discussion of the concept in relation to the functions of the 

Arts Council see Hutchison (1982) pp82-92. 

5. These figures have to be treated cautiously as indicators for 

the British public because of the high numbers of foreign 

tourists who visit the National Gallery in particular. 

578. 



6. For example, The Arts Council (1976) at the Hayward Gallery; 

Wilson (1978) at the Hayward; Dobson (1970/71) at the Tate, the 

Royal Academy and the Hayward; 'The Young Friends of the Tate 

Gallery' (1969) at the Tate; The Arts Council (1974b) at the 

Manchester City Art Gallery, and in 1979 the Scottish National 

Galleries in Edinburgh (Nissel 1983 p149). 

7. Berger (1981) drawing on Bourdieu, gives evidence from 

Greece, Poland, France and Holland. 

8. See Morris (1973) and Ruskin (1904). 

9. For this emphasis see, for example, Kenneth Clark (1970) or 

(1960). Berger (1981) offers a well-known critique of this 

position. Fuller (1980a) offers a critique of Clark and then 

(1980b) a critique of Berger's critique. The debates about the 

relative 'biological' as opposed to 'socio-cultural' 

determinants of value in art have been prominent in the recent 

polemics of the fine art world. 

10. Braden (1978) makes the same observation. It is significant 

that in 1978, following the Redcliffe-Maud report, the Arts 

Council appointed an Education Liaison Officer to make links 

between education and arts developments. A conference entitled 

'Artists in Schools' was held in the Whitechapel Gallery in the 

same year. Such events as the 'Which Art For Education? ' 

conference organised by the Art Section of NATFHE in 1980 also 

indicate increasing awareness of this separation. 

11. According to Cizek, a pioneer of the child art movement, 

"People make a great mistake in thinking of Child Art merely as 

a step to adult art. It is a thing in itself, quite shut off and 

following its own laws, and not the laws of grown up people. " 
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(MacDonald 1970 p344). See also Lownfeld (1970 p6) and Dimmack 

(1967 p2). 

12. Leach (1983) says, "The very notion that artists can re- 

order the world is perceived by the conservative Establishment 

as a threat, the breeding ground of revolution. So, for 

practical reasons, arts teachers need to move carefully in 

asserting that their principal role is to persuade their pupils 

that they can, if they so choose, see the world quite 

differently from the way in which they at present see it. " (p15) 

(Emphasis in original) 

13. Arnold (1963) refers to Culture as, ".. a pursuit of our 

total perfection by means of getting to know, on all the matters 

which most concern us, the best which has been thought and said 

in the world... " (p6) 

14. Aspin (1980) states, "The first and most obviously unique 

characteristic of works in the Arts is the emphasis on creator 

and spectator enjoyments of a disinterested kind. By this I mean 

that appraisals of works of art may be independent of all other 

considerations - technical, scientific, economic, moral or 

religious... " (p10) 

15. See 'Studio International' March/April 1976 entitled 'Art 

and Social Purpose' for statements by these four artists and 

many others with similar commitments. 

16. Williams (1980) attributes the origin of this usage in 

English to Tyler's 'Primitive Culture' (1870). "Culture in this 

sense has come to mean, most simply, the entire way of life 

followed by a people, " says Charles A Valentine (1970) pp2-3. 
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17. See Brighton 1973; 1974; 1978. 

18. In the context of art education Eisner (1972) has 

recommended acknowledgement of this in the USA and, with 

distinctive emphases, McFee (1970) and Chalmers (1981) have 

called for approaches to art education which take cognisance of 

cultural diversity. 

In Britain the recently published Gulbenkian Report (1982) gives 

lengthy attention to this. 

19. a) An unpublished graduate dissertation by Gore (1983) 

reported 99 'retailers' in the central shopping district of 

Newcastle-upon-Tyne from which visual images to hang on walls 

could be purchased. These included amusement arcades, antique 

dealers, art dealers, art galleries, art materials retailers, 

bookshops, chain stores, charity fund-raising outlets, craft 

retailers, department stores, banks, furniture retailers, 

picture framers, jewellery shops, novelty and gift shops, market 

stalls, decorators shops and 'others'. 

b) The work of Willett (1967) constituted a general survey 

of the visual arts in Liverpool, including some consideration of 

public involvement and attitudes. In its emphasis on a 

particular city this work has an interesting relationship to the 

Newcastle project. 

20. The journal of the Guild (now available only to members) 

publishes the Top Ten list annually. It was entitled 'Pictures 

and Prints' until the mid 1970s and now appears as 'The Fine Art 

Trade Guild Journal'. 

21. Bourdieu's list is entirely drawn from the high art world - 

Leonardo, Renoir, Buffet, Utrillo, Dali, Goya, Van Gogh, 
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Breughel, Kandinsky, Raphael, Braque, Rousseau, Vlaminck, 

Watteau, Picasso. 

This is in contrast to the range offered in asking for 

preferences in tastes for music and singers where examples from 

both 'legitimate culture' and 'popular culture' were included. 

This seems to be a reflection of the fact that visual art has no 

mapped terrain outside of the high culture. 

22. Asking respondents to state their preferences for 

reproductions ranging from works by old masters to modernist 

works, the report states - 

"There were some major differences in likes and dislikes between 
age groups and between those with different educational 
backgrounds, but apart from the appeal of the Dali to the 
youngest age group (the under 20s), the four unconventional 
modern works proved by far the least acceptable of the twelve 
pictures to all groups. " (p vi) 

The four works deemed 'unconventional modern works' were by 

Dali, Mondrian, Lichtenstein and Ha Van Vuong (the latter being 

a particularly contentious inclusion from the perspective of the 

fine art world). The rest were by Constable, de Hooch, Renoir, 

Titian, Leonardo, Millais, Turner and Lowry. 

23. Willats reported that the results, "tend to confirm the 

state of separateness between the art community.... and society 

generally... " 

24. Unpublished PhD research. Incomplete at time of writing. 

PART II 

PART II CHAPTER 1 

1. For example Read (1976b) and, more recently, Fuller (1983). 

(See Note 9 to Part I) 
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2. See. for example, Baxandall (1972), Antal (1948) and 

Hadjinicolaou (1978). See also 'The New Art History', Rees and 

Borzello (1986). Brunius (1963) has argued that aestheticians 

should actually be concerned with the 'uses' to which art is put 

rather than with the definition of a particular mode of 

experience deemed 'aesthetic'. His argument has been influential 

in the approach taken to this project. (See the Introduction to 

Part VI) 

3. See Chaney (1979) p18. 

4. See Eldridge (1970) ppll-12. 

5. See Eldridge (1970). 

6. See Wagner (1970). 

7. See Bogdan and Taylor (1975) p27. 

PART II CHAPTER 2 

1. A Pilot Survey was carried out which consisted of the first 

10 houses in Area 1, the first 7 in Area 2, the first 7 in Area 

3 and the first 8 in Area 4. Preliminary reports on the Pilot 

Survey were published in 'Art Monthly' No. 39 (1979), Aspects 

No. 18 (1982) and in 'The Arts. A Way of Knowing', Ross M (Ed), 

Pergamon Press (1983). 

These reports varied only in their contextualisation for 

particular purposes and for the sake of economy a copy of the 

paper published in 'Art Monthly' is presented here as Appendix 

XIV. 
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PART V 

Introduction 

1. See 'History of Art as a Humanistic Discipline', Panofsky 

(1983) p41. 

2. Op Cit p41. 

PART V CHAPTER 2 

1. See Williams (1981) for a discussion of the 'signals of art'. 

Although he doesn't include the domestic use of pictures, these 

examples fit his description. 

2. See an unattributed article, 'The City at Dawn - An 

Anniversary Painting by Rowland Hilder' in The Fine Art Trade 

Guild Journal No. 49, Jan 1984 p33. 

3. See an unattributed article on Michael Warr in The Fine Art 

Trade Guild Journal No. 51, July 1984 p19. 

4. The Fine Art Trade Guild Journal No. 49, Jan 1984 p28. 

5. From 'Tribute to Campbell L Taylor' in 'Pictures and Prints' 

No. 91, Winter 1964 pp27-29. 

6. For a counter to the argument that publics are wholly 

dictated to by the producers and retailers of pictures, see 

Brighton's investigation of popular reproductions. Brighton 

(1972). 

PART V CHAPTER 3 

1. Pevsner (1968) complains of a 19th century carpet designer 

who had - 

"... neglected all fundamental requirements of decoration in 
general and of carpet decoration especially; we are forced to 
step over bulging scrolls and into large, unpleasantly realistic 
flowers; it seems unbelievable that the teachings of Persian 
carpets should have been so completely forgotten. " 

On the same page he refers to "that basic need in creating 
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patterns, the integrity of the surface; " (p42). And later he 

refers to "the decorative law of the coherence of surfaces" 

(p53). 

These are 'laws' and 'needs' without currency in Areas 1 and 2 

of this Survey. 

2. In America, Brown (1975) has suggested that what he calls the 

'kitsch' trait of making everything look like something else is 

derived from earlier days of poverty in America when people had 

to 'make do', eg women used old flour sacks to make dresses. 

3. See, for example, Dorfles (1969) p192, or Hauser (1982) 

pp580-82. 

PART VI 

PART VI CHAPTER 2 

1. Here it is interesting to note Sir Herbert Read (1975), 

"... it can be affirmed that one principle, common to .... 
artists everywhere who are distinctively 'modern', is 
fundamental and cannot be sacrificed without calling into 
question the whole movement. This is the principle of symbolism 
as distinct from the principle of realism. The modern artist 
claims that there is not one level of experience to be presented 
or re-presented in the work of art, but several, and that some 
of these levels are even more important than the imitation of 
phenomena from the outer world. " (p4) 

2. Collingwood (1974) puts the words into an imaginary painter's 

mouth, "One paints a thing in order to see it. " (p303) 

PART VI CHAPTER 3 

1. In the catalogue to the 'British Art Now' exhibition of 1980, 

Diane Waldman (1979) states - 

"Each of the eight artists in this exhibition has achieved a 
clarity of expression, each is determined to reinvestigate the 
premises of art, each is unwilling to compromise. Their resolve 
speaks well not only of themselves as individuals but of the 
state of British art today. " (p9) 
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2. Clive Bell (1961) wrote, "Do not tamper with that direct 

emotional reaction to things which is the genius of children. Do 

not destroy their sense of reality by teaching them to 

manipulate labels. " (p249) 

PART VI CHAPTER 5 

1. This seems to confirm Dimaggio and Useem's (1978) assertion 

that arts consumption enhances class cohesion - facilitating 

identification and exclusion. 

2. The term 'realism' has various connotations in the art world. 

Its use here is not technical but represents what seems to me to 

be the best approximation to the concerns of the people I 

encountered. Nobody in the middle-class Areas referred to 'isms' 

in art, but the preoccupation with the accuracy of pictures in 

relation to the 'real world' was prevalent. The term 'realism' 

is obviously not used here to denote the kind of realism with 

which Courbet was associated - or its later manifestations as in 

'social realism'. It is closer to 'naturalism' but that would 

imply an over-faithful commitment to the representation of 

natural effects. The term 'realism' leaves open a poetic 

dimension which is appropriate. It allows for an element of 

'personal emotion' (romanticism? ) which naturalism tends to 

exclude. 

3. Becker (1982) has pointed out that media have reputations. He 

observes - 

"... in each case the reputation of the medium is a judgement as 
to the possibility of doing serious, important, or great art in 
it. " (p359) 

This seemed to be the case in Areas 3 and 4 of this Survey. 
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PART VI CHAPTER 7 

1. Geertz (1976) observes that students of so-called 'primitive 

cultures' assume that, because people encountered do not talk 

about 'art' in terms of 'its formal properties, its symbolic 

content, its affective values, or its stylistic features', that 

they do not talk about 'art' at all. 

"But, " says Geertz, "of course they do talk about it, as they 

talk about everything else striking, or suggestive, or moving, 

that passes through their lives - about how it is used, who owns 

it, when it is performed, who performs or makes it, what role it 

plays in this or that activity, what it may be exchanged for, 

what it is called, how it began, and so forth and so on. But 

this tends to be seen not as talk about art, but about something 

else - everyday life, myths, trade, or whatever. " (p1476) 

(Geertz's reference to 'primitive cultures' is obviously not 

intended to have any applicability in this context. The 

quotation is interesting as an account of the way people have 

been observed to talk about 'art like objects' in other cultures 

which have no use for the western concept of 'art'. ) 

PART VII 

PART VII CHAPTER 1 

1. Csikszentmihalyi and Rochberg-Halton (1981) made the same 

observation in their survey of domestic possessions in the USA 

(pp64-65). 

This is also consistent with Dimaggio and Useem's (1978) 

findings on arts consumption in the USA, that while higher 

income was to some extent related to consumption of high 
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culture, it did not wholly explain it. They found education to 

be the principal factor - largely correlating with occupation. 

2. Characteristics of objects from both Dada and Surrealism are 

brought to mind - for example, the contradictions and 

ambiguities in materials and functions in 

Oppenheim's fur-lined tea cup (echoed more recently by 

Oldenburg). Also the conflicts posited by Duchamp's readymades - 

conflicts in the invitation to perceive objects as images for 

contemplation which have established identities as 'ordinary' 

utilitarian things, inviting another response. 

PART VII CHAPTER 2 

1. a) Bourdieu sees 'the specialised producers of symbolic 

goods' as a sub-group of the dominant class. His account of the 

function of this sub-group is interpreted by Garnham and 

Williams (1980) as follows - 

"Broadly Bourdieu sees a historical development whereby the 
dominant class has divided into two specialised groups, the 
dominant one concerned with material reproduction in the sphere 
of production, the dominated concerned with the legitimation of 
material reproduction through the exercise of symbolic power. 
While .... the specialised producers of symbolic goods will 
ultimately always remain subordinate to economic capital they 
nonetheless are involved in a struggle with the dominant 
fraction over the relative legitimacy and therefore value of 
cultural as opposed to economic capital. Thus intellectuals in 
the widest sense of that term will always struggle to maximise 
the autonomy of the cultural field and to raise the value of the 
specific competences involved in part by constantly trying to 
raise the scarcity of these competences. It is for these reasons 
that while intellectuals may mobilise wider concepts of 
political democracy or economic equality in their struggle 
against economic capital they will always resist as a body moves 
towards cultural democracy. " (pp219-220) 

b) In a lecture given at the ICA, London, in September 1986, 

entitled 'Modernism and High Culture', Andrew Brighton described 

the culture of modernism as a professional culture in a society 
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increasingly controlled by professional cultures. 

In another paper (1985) he described the professional fine art 

community as a sub-group of Gouldner's (1979) 'New Class' which 

Gouldner defines as, "a new cultural bourgeoisie whose capital 

is not its money but its control over valuable cultures. " 

2. In the introduction to his book 'The Tradition of the New', 

Rosenberg (1965) says, "The famous 'modern break with tradition' 

has lasted long enough to have produced its own tradition. " 

PART VII CHAPTER 3 

1. Csikszentmihalyi and Rochberg-Halton (1981) found in their 

survey of domestic possessions in Chicago (see Part I here) that 

when pictures were chosen as 'special' it was usually for 

reasons associated with the family history - relatives and 

friends, rather than their 'aesthetic values' (p65). This 

appears to have been the case in both parts of their survey of 

'upper middle-class' and 'lower middle-class' homes. 

2. As Greenberg (1964) put it, "Content is to be dissolved so 

completely into form that the work of art or literature cannot 

be reduced in whole or in part to anything not itself. " (p100) 
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APPENDIX I 

DISTRIBUTION OF OBJECTS 

Tadle 1 

Total Objects in Survey 

No. Functional Non-Functional 
of Total Genuinely Pseudo Total Other Total 

Houses Objects Funct. Funct. Funct. Pictures Non-F. Non-F. 

Area 1 14 139 31 43 74 55 10 - 65 
(22.3%) (30.9%) (53. x) (39.6%x) (7.2%) (46.8%) 

Area 2 15 199 36 65 101 90 8 98 
(18.16) (32.7%) (50.8'x) (45.2%) (4%) (49.21%) 

Area 3 15 206 29 32 61 132 13 145 
(14.1iß) (15.5°x) (29.6%) 

- 
(64.1iß) (6.3°5) (70.4. %, ) 

Area 4 15 448 32 30 62 379 7 386 
(7.1%) (6.. 715) (13.8, ö) (84.6; ) (1.6°x) (86. 

F. A. _11 
247 27 3 30 215 2 217 

Sample (10.9%) (1.2 ) (12.1%) (87°ßc) (0.8%) (87.90 

Table 2 

All Rooms Other Than Kitchens. 

No. Functional Non-Functional 

of Total Genuinely Pseudo Total Other Total 
Rooms Objects Funct. Funct. Funct. Pictures Non-F. Non-F. 

Area 1 30 130 26 41 67 53 10 63 
(20%') (31.5'x) (51.5%) (40. ßö) (7.7%) (48.5cß) 

Area 2 36 170 26 48 74 88 8 96 
(15.3%) (28"2ro) (43.5`x) (51.8%) (4.7i ) (56.5°iß) 

Area 3 44 176 17 26 43 123 10 133 
(9.7%) (14.8°0) (24.4/0 (69.9%) (5.7%) (75.6') 

Area 4 56 398 25 16 41_ 350 7 357 
(6.3%) (4%) (10.3°! ) (87.91; ) (1.8; x) (89.71) 

F"A " 33 233 21 2 23 208 2 210 
Sample (9iä) (0.970) (9.9%) (89.7jä) (0.9%) (90.1%) 



APPENDIX I contd. 

Table 

Living Rooms. 

No. Functional Non-Functional 
of Total Genuinely Pseudo Total Other Total 

Rooms Objects Funct. Funct. Funct. Pictures Non-F. Non-F. 

Area 1 14 101 19 28 47 44 10 54 
(18.8%) (27.7%) (46.5%) (43.6iß) (9.9%) (53.5%) 

Area 2 14 85 17 21 38 41 6 47 
M/lo (24.7%) (44.7%) (48.2%) (7.1%) (55.3%) 

Area 3 15 82 7 8 15 - 65 2 67 
(8.5%) (9.8%) (18.305) (79.70%%) (2.5%) (81.8iß) 

Area 4 15 120 3 2- 5 115 Nil 115 
(2.5%) (1.7°%) (4.2%) (95.8iä) (95.83ö) 

F. A. 11 77 5 2 7 68 2 70 
Sample (6.5°rß) (2.6°; ) (9.1%) (88.3/) (2.6') (90.9'/) 

Table 

Dining Rooms/Areas. 

No. Functional Non-Functional 
of Total Genuinely Pseudo Total Other Total 

Rooms Objects Panct. Punct. Pu. nct. Pictures Non-F. Non-F. 

Area 1 2 9 Nil 6 6 3 Nil 3 
(66.7%) (66.7%) (33.3%) (33.3%) 

Area 2 11 50 4 20 24 26 Nil 26 
(85-`) (40%) (48°) (52%) (52) 

Area 3 13 44 4 11 15 23 6 29 
(9.1%) (25%) (34.1%) (52.3%) (13.6%) (65.9^x) 

Area 4 13 64 5 4 9 52_ 3 55 
(7.8; x) (6.3%) (14.1%) (81.3%) (4.6%) (85.9%) 

F. A. 8 53 2 Nil 2 51 Nil 51 
Sample (3 . 8%) (3.8'/) (96.2%) (6.2zi4) 



APPENDIX. I contd. 

Table 

Halls/Landings/Entrance Porches. 

No. Functional Non-Functional 
of Total Genuinely Pseudo Total 

- 
Other Total 

Rooms Objects Funct. Funct. Funct. Pictures Non-F. Non-F. 

Area 1 14 20 7 
(35%x) 

7 
(35%) 

14 
(70%) 

6 
(30%) 

Nil 6 
(3c) 

Area 2 11 35 5 
(14.3%) 

7 
(20%) 

12 
(34.3%) 

21 
(60ß) 

2 
(5.7%) 

23 
(65.7%) 

Area 3 14 47 6 
(12.8Pro) 

7- 
(14.9%) 

13' 
(27.7%) 

32 
(68.1%) 

2 
(4.4) 

34 
(72.3%x) 

Area 4 15 117 14 6 20 97 Nil 97 
(12°iä) (5.1%) (17.1%) (82.9%) (82.9%) 

F. A. 
Sample 

9 71 12 
(16.9/) 

Nil 12 
(16.9%) 

59 
(83.1%) 

Nil 59 
(83.1%) 

Table 6 

Kitchens. 

No . Functional Non-Functional 
of Total Genuinely Pseudo Total Other Total 

Rooms Objects Funct. Fnnct. Funct. Pictures Non-F. - Non-F. 

Area 1 5 9 5 2 7 2 Nil 2 
(55.6) (22.2%) (77.8%) (22.2%) (22.2%) 

Area 2 5 29 10 17 27 2 Nil 2 
(34.5%) (58.6%) (93.1%) (6. eß. ) (6.811x) 

Area 3 6 30 12 6 18 9 3 12 
(4Q) (20/) (6U%) (30%) (10rß) (40%) 

Area 4 5 50 7 14 21 29 Nil 29 
(14) (28y'0/ ) (42%) (58%) (58%) 

F. A. 4 14 6 1 7 7 Nil -7 Sample (42.9%) (7.1%) (50%) (50%) (50) 
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DISTRIBUTION OF PICTURES 
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APPENDIX III 

DISTRIBUTION OF OBJECTS OTHER THAN PICTURES 

Pseudo-functional 
Objects Area 1 Area 2 Area 3 Area 4 F. A. 

Replicas(e. g. Weapons) 8 20 Nil Nil Nil 

Ceramic Dishes/Plates 3 11 11 23 1 

Other Dishes 8 8 3 Nil Nil 

Pictures Calendars 5 10 5 2 1 

Picture Mirrors 5 8 1 Nil Nil 

Ceramic Tiles 3 Nil 8_ 1 Nil 

Thermometers/Barometers 4 1 1 Nil 1 

Miscellaneous(e. ge coat 
of arms, horse brasses) 

7 7 3 4 Nil 

Total 43 65 32 30 3 

Genuinely Functional 
Objects Area 1 Area 2 Area 3 Area 4 F. A. 

Clocks 6 7 2 5 5 

Mirrors 11 5 13 9 4 

Calendars 2 4 1 4 3 

Hangers/Racks 4 1 3 Nil Nil 

Thermometers/Barometers 1 Nil 4 4 2 

Notice/Memo Boards 1 1 1 3 1 
Miscellaneous 

je. g. brushes fans 
6 19 5 7 12 

Total 31 36 29 32 27 



APPENDIX IV 

SOURCES OF PICTURES 

Cat. leere found in Survey. Source. 

1 All in F. A. Sazple Direct from the artist, dealers, degree 
except one shows, galleries, swaps with/gifts from 

other artists 

2a Only three in Survey Danish art Gallery, Inherited 
(Area 4 and F. A. Sample) 

2b Only two in Survey - Junk shop, Inherited 
(Area 4) 

3a Areas 3,4 and F. A. Sanple Mostly bought direct from the artist 
(often on holiday), antique dealers, 
galleries, exhibitions, many inherited 

3b Areas 3,4 and F. A. Sample Mostly inherited, -auctions and sales 
rooms, small galleries, antique shops, 
junk shops, book shops, jumble sales, 
souvenir shops 

4a Majority in Area 4 Almost entirely direct from the artist 
(purchase or gift) (often on holidays) 

4b Few in Survey Local commercial gallery, bought on (mainly Area 4) 
_ 

holiday 

5a Very few in Survey Holiday souvenirs, from the artist (Area 1 only) 

5b Majority in-Areas 1 and 2 Holiday souvenirs, Woolworths, artist 
on doorstep, market stall 

6a Mostly in Areas 3 and 4 From the artist (usually the owner or 
friends and relatives), amateur 
exhibitions, local library shows 

6b All Areas (mostly From the artist (usually family, 
F. A. Sample and Area 4) relatives and children), Inherited 



Cat. Where found in Survey. 

APPENDIX IrN contd. 

Source. 

7 Very few in Survey Exhibition posters, post-cards, picture 
loan service 

8a Very few in Survey Exhibition posters, market stalls, 
stationery shop 

8b All Areas (mainly Area 3) Bought whilst on holiday, Van Gogh museum, 
national public collections, department 
stores, wallpaper shops, print publishers, 
fancy goods shop, post-cards 

9a Predominantly Areas 3 and 4 Department stores, commercial galleries 
(often on holidays) 

9b Nearly all in Areas 3 and 4 Antique shops, department stores, 
Inherited 

10a Few in Survey Auctions, holiday souvenirs, department 
(Areas 2,3 and 4) stores 

10b Mainly Areas 2 and 4 Department stores, shops, mail order 
catalogue, auction 

11a Areas 1 and 2 Wallpaper-shops, holiday souvenirs, - 
market stalls, local jumble sale/carnival 

11b Mainly Areas 1 and 2 Holiday souvenirs, shops, markets, mail 
order catalogue, 'begged' from a health 
food shop, Collman's Mustard shop, 
jumble sales 

12a All Areas Commercial hotographers (weddings, 
school etc. ), antique shops, exhibition 
posters, friends' post-cards 

12b Areas 3,4 and 7. A. Sample Photographs taken and framed by 
themselves 

13 All Areas Pet shop, department stores, holiday 
souvenir shops, self-made from posters 



APPENDIX V 

FREQUENCY OF VISITING ART GALLERIES: 
_ 

BY EDUCATIONAL BACKGROUND AND SOCIAL CLASS: - 

The Results of a National Survey 

Age Full-time 
Education 
Finished: 

Several 
times a 
year 

% 

Less 
often 

% 

Never 

% 

Total 

% 

-15 years 
-7 

21 72 100 

16 years 17 28 55 100 

17-20 years 16 32 52 100 

20+ years 48 34 -18 100 

Social Class: 

A (6% of pop. )* 31 41 28 100 

B (24% of pop. ) 24 29 47 - 100 

Cx(40% of pop. ) 9 25 66 100 

cy(3(f/O of pop. ) 5 19 76 100 

Table taken from 'The Public for the Visual Arts in Britain. ' 

A BBC National Survey : Emmett et al, 1980. 

Broad definitions of BBC social class gradings are as follows: 

Class As members of families in which the chief wage earner is a 
doctor, professor, member of the clergy, lawyer, architect; 
owner, director, senior executive of a large commercial or 
industrial organisation; senior civil servant; or high- 
ranking industrial technician such as a scientist or 
cunsulting engineer. 

Class Bt members of families in which the chief wage earner is a 
bank clerk, more senior office worker, teacher, small 
employer, manager or shopkeeper of larger shops, supervisor 
in a factory, professional worker not coming into Class A. 

Class Cx : members of families in which the chief wage earner is a 
skilled manual worker such as an overseer, charge hand, 
bricklayer, carpenter etc., fitter, miner, electrician, 
junior clerical worker, shop assistant with 
responsibilities. 

Glass : members of families in which the chief wage earner is a 
semi-skilled or unskilled worker. Apprentice, postman, 
caretaker, delivery man, labourer, shop assistant without 
responsibilities etc. 



APPENDIX VI 

Members of Households Studied in Area 1 

(Married couple. No children) 
Frank.... Age 19 
Occupation: Baker 
Certificated Education: Nil 

Barbara.... Age 19 
Occupation: Factory Worker 
Certificated Education: Nil 

(Married couple. Retired. Grown-up 
Fred.... Age 67 
Occupation: Radiusser (Retired) 

Certificated Education: Nil 

children left home) 
Nellie.... Age 63 
Occupation: Factory Worker 
(Retired) 
Certificated Education: Nil 

(Married couple. Retired. Grown-up children left home) 
Charles.... Age 71 Mabel.... Age 68 
Occupation: Iron moulder and Occupation: Home Help 
core maker Retired. (Retired) 
Certificated Education: Nil Certificated Education: Nil 

(Married couple. Grown-up children 
John.... Age 64 
Occupation: Bricklayer 

Certificated Education; Nil 
Father's Occupation: Turbine 
blader: 'Skilled engineer' 

left home) 
Betty.... Age 62 
Occupation: Charge Hand 
Cleaner 
Certificated Education: Nil 
Father's Occupation: Railway 
worker: 'checker' 

(Widow. Grown-up children left home) 
Sybil .... Age 70 
Occupation: Makes tea at hotel 
Certificated Education: Nil 
Father's Occupation: Electrical 
Engineer 

(Single Woman) 
Sarah.... Age 31 
Occupation: Office Administration 
Certificated Education: BA (English 
a History) 
Father's Occupation: Office Manager 

(Married couple. No children) 
Mr P.... Age 60 
Occupation: Assistant School 
Caretaker 
Certificated Education: Nil 

Mrs P.... Age 41 
Occupation: Cleaner 

Certificated Education: Nil 
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(Married couple. One 
Tom.... Age 59 
Occupation: Merchant 
(Bosun) 
Certificated Educati 
Father's Occupation: 
Traveller 

baby in residence) 
Molly.... Age 42 

Seaman Occupation: Home Help 
(Now a mother) 

on: Nil Certificated Education: Nil 
Commercial Father's Occupation: Petty 

Officer: Navy 

(Married couple. One baby in residence) 
George.... Age 31 Ruth.... Age 28 
Occupation: Postman Occupation: Mother 
Certificated Education: Nil Certificated Education: Nil 

(Married couple Grown-up children left home) 
Stanley.... Age 63 *Sylvia.... Age 63 
Occupation: Plasterer Occupation: Part-time hotel 

worker 
Certificated Education: Nil Certificated Education: Nil 

(Widow. No children) 
Mrs T.... Age 69 
Occupation: Dressmaker (Retired) 
Certificated Education: Nil 

(Married couple. No children) 
*Mr R.... Age 28 
Occupation: Storeman 
Certificated Education: Nil 

Mrs R.... Age 26 
Occupation: Bank Clerk 
Certificated Education: Nil 

(Widow. Grown-up children left home) 
Mrs A.... Age 63 
Occupation: Head Cleaner (Retired) 
Certificated Education: Nil 

(Married couple. No children) 
Bob.... Age 64 
Occupation: Painter and 
Decorator (Retired) 
Certificated Education: Nil 

Freda.... Age 66 
Occupation: Housewife 

Certificated Education: Nil 

(Students in rented rooms) 
Steve.... Age 23 
Occupation: Student (post graduate) 
Certificated Education: BSc Environmental Studies 
Father's Occupation: Civil Servant 

*Denotes occupant who did not participate in interview 
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Members of Households Studied in Area 2 

(Married couple. No children) 
Leslie.... Age 67 
Occupation: Designed linoleum 
(Retired) 
Certificated Education: Nil 

Mrs J.... Age 69 
Occupation: Office worker 
(Retired) 
Certificated Education: Nil 

(Married couple. Two children in residence) 
Mr B.... Age 38 *Mrs B.... Age 35 
Occupation: Crane Driver Occupation: Cleaner 
Certificated Education: Nil Certificated Education: Nil 

(Feminine household. Woman and mother. One grown'-up daugher left 
home) 
Hilda.... Age 44 *Mrs C.... Age 65 
Occupation: Machinist Occupation: Nil 
Certificated Education: Nil Certificated Education: Nil 

(Married couple. One child in residence. Several grown-up 
children left home) 
*Mr D.... Age 50 Eileen... . Age 49 
Occupation: Weighbridge Attendant Occupation: Part-time Cleaner 
Certificated Education: Nil Certificated Education: Nil 

(Married couple. Two children in residence) 
Mr E.... Age 37 Mrs E.... Age 33 
Occupation: Electrician Occupation: Housewife/mother 
Certificated Education: Nil Certificated Education: Nil 

(Married couple. Grown-up children left home) 
*Mr A... Age 64 Edith.... Age 72 
Occupation: Mechanic at Bus Depot Occupation: Cleaner 
Certificated Education: Nil Certificated Education: Nil 

(Married couple. Grown-up children left home) 
Mr G.... Age 58 Mrs G.... Age 57 
Occupation: TV studio operator Occupation: Housewife 
- setting 
Certificated Education: Nil Certificated Education: Nil 

(Married couple. Two children in residence) 
*Mr H.... Age 25 Mrs H.... Age 25 
Occupation: Painter 6 Decorator Occupation: Housewife/mother 
Certificated Education: Nil Certificated Education: Nil 
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(Single parent. Mother and one child) 
Alice... Age 45 
Occupation: Mother 
Certificated Education: Nil 
Father's Occupation: Joiner 

(Married couple. Two children in residence) 
*Mr W.... Age 31 Mrs W.... Age 31 
Occupation: Heating & Ventilation Occupation: Housewife/mother 
Engineer 
Certificated Education: Certificated Education: Nil 
Combination of GCE a CSE 
Father's Occupation: Engineer Father's Occupation: 

Electrician 

(Single parent family. Mother and two daughters) 
Ms K.... Age 34 
Occupation: Factory Worker 
Certificated Education: Nil 
Father's Occupation: Driver 

(Married couple with children in residence) 
*Mr L.... Age 41 Mrs L.... Age 25 
Occupation: Relief Steward in Occupation: Housewife/mother 
Social Clubs 
Certificated Education: Nil Certificated Education: GCE 

'0' levels 
Father's Occupation: Metal Worker Father's Occupation: 

Inspector in Post Office 

(Married couple. No children) 
Mr M.... Age 46 
Occupation: Plumber (retired 
disabled) 
Certificated Education: Nil 

Mrs M.... Age 42 
Occupation: Shop Assistant 

Certificated Education: Nil 

(Married couple. Children in residence) 
Mr N.... Age 29 Mrs N.... Age 24 
Occupation: Police Constable Occupation: Housewife/mother 
Certificated Education: GCE 'A' Certificated Education: Nil 
level 
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(Widow. Grown-up children left home) 
Mrs Y.... Age 79 
Occupation: Retired. Previously helped with husband's business. 
Undertaker 
Certificated Education: Nil 
Father's Occupation: Guard on the Railway 

Additional Household - visited by invitation 

(Single parent family. Mother and two children in residence) 
Ms Z.... Age 27 
Occupation: Mother 
Certificated Education: Nil 
Father's Occupation: Labourer 

*Denotes occupant who did not take part in interview. 



APPENDIX VIII 

Members of Households Studied in Area 3 

(Married couple. One child aged 
*Mr P.... Age 27 
Occupation: Fitter and Turner 

Certificated Education: Nil 

1/) 
Mrs P.... Age 28 
Occupation: Mother (clerical 
temp. ) 
Certificated Education: CSE 
and '0' level GCE 

(Married couple with two young children) 
Dr Peter.... Age 29 Judith.... Age 30 
Occupation: Medical practitioner occupation: Mother 
Certificated Education: Dr of Certificated Education: 
Medicine University (uncompleted) 

(Widow. Two grown-up children left home) 
Eleanor.... Age 70 *Mr.... (Deceased) 
Occupation: Retired (previously Occupation: School teacher 
mother and voluntary work) 
Certificated Education: Nil Certificated Education: MA 

(Married couple. Grown-up children left home) 
*Mr S.... Age 57 Mrs Pamela S.... Age 52 
Occupation: Management - Occupation: Shop Assistant 
Electricity Board (P/T) 
Certificated Education: BSc Certificated Education: Nil 

(Married couple. Two teenage children) 
Mr T.... Age 38 *Mrs T.... Age 37 
Occupation: Post Office Executive Occupation: District Nurse 
Certificated Education: Nil Certificated Education: SRN 

Trained Nurse and NDN 

(Married couple with one child aged 10) 
Derek.... Age 43 Molly.... Age 44 
Occupation: School teacher Occupation: Clerk 
Certificated Education: BSc Education: BA 

(Married couple. No children) 
*Mr V.... Age 67 Mrs V.... Age 58 
Occupation: Company Director (Ret) Occupation: Housewife 

(Secretary, retired) 
Certificated Education: Nil Certificated Education: Nil 
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(Married couple. Two yo 
Donald.... Age 35 
Occupation: Headmaster, 
School 
Certificated Education: 
Cert, BA degree 

ung children) 
Kate .... Age 34 

Primary Occupation: Teacher 
(Currently, mother) 

Teacher's Certificated Education: 
Teacher's Cert. BA degree 
Father's Occupation: Grocer 

(Married couple with two young children) 
Kevin.... Age 37 Susan.... Age 38 
Occupation: Research Development Occupation: Teacher (P/T) 
Certificated Education: BSc, PhD Certificated Education: BSc. 

Father's Occupation: Coal Miner 
PhD 
Father's Occupation: 
Accountant 

(Married couple. No children) 
Richard .... Age 63 
Occupation: Civil Servant (ret. ) 
Certificated Education: Nil 

Father's Occupation: Civil Servant 

(Married couple. No children) 
*Mr W.... Age 44 
Occupation: Compositor/Printing 
Technician 
Certificated Education: Nil 
Father's Occupation: Joiner 

(Married couple. No children) 
Mr C.... Age 68 
Occupation: Charge Nurse (ret) 
Certificated Education: Nurses' 
Training 
Father's Occupation: Labourer 
- Steelworks 

Brenda. .. . Age 63 
Occupation: Teacher (retired) 
Certificated Education: 
Teacher's Cert 
Father's Occupation: 
Journeyman Joiner 

Mrs W.... Age 43 
Occupation: Civil Servant 

Certificated Education: Nil 
Father's Occupation: Baker 

Mrs C.... Age 64 
Occupation: Ward Sister (ret) 
Certificated Education: 
Nurses' Training 
Father's Occupation: 
Blacksmith for Co-Op 

(Married couple with two teenage children) 
Mr F.... Age 63 Mrs F.... Age 61 
Occupation: Articled Accountant Occupation: Office Worker 
Certificated Education: RSA Certificated Education: Nil 
(Commercial subjects) 
Father's Occupation: 'Musician for Father's Occupation: Book- 
silent films': 'Printer' keeper 
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(Married couple with two young chi 
Mr E.... Age 35 
Occupation: School teacher 
Certificated Education: Teacher's 
Cert. 
Father's Occupation: Civil Servant 

ldren) 
*Mrs E.... Age 35 
Occupation: Mother 
Certificated Education: '0' 
level GCE 
Father's Occupation: Self- 
employed hairdresser 

(Married couple with three teenage 
*Mr D.... Age 50 
Occupation: Chartered Accountant 
Certificated Education: Chartered 
Accountancy qualifications 
Father's Occupation: Local 
Government Borough Treasurer 

children) 
Mrs D.... Age 46 
Occupation: Civil Servant 
Certificated Education: 
GCE 'O' level 
Father's Occupation: 
Transport Manager 

Additional Household - visited by invitation 

Mr A.... Age 35 *Mrs A.... Age 35 
Occupation: Properties Buyer Occupation: Midwife 
Ind. TV 
Certificated Education: GCE 'O' Certificated Education: 
level Nurses' Training 
Father's Occupation: Professional Father's Occupation: Fitter/ 
soldier, Regimental Sergeant Major Mechanic 

*Denotes occupant who did not take part in interview. 
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Members of Households Studied in Area 4 

(Married couple. Three children 
Anthony.... Age 48 
Occupation: Architect 
Certificated Education: Degree 
Architecture 
Father's Occupation: Architect 

under 15) 
*Mrs.... Age 48 
Occupation: Physiotherapist 

in Certificated Education: 
Qualified Physiotherapist 

(Married couple with two grown-up 
*Mr.... Age 47 
Occupation: Chartered Accountant 

Certificated Education: Chart. 
Accountancy qualifications 

(Married couple with three small 
Arthur.... Age 39 
Occupation: Dental Surgeon 
Certificated Education: Degree in 
Dentistry 

children) 
Ann.... Age 46 
Occupation: Director of own 
Catering Firm 
Certificated Education: 
Higher Cert (Management 
Course) 

children) 
Vanessa.... Age 35 
Occupation: Housewife/mother 
Certificated Education: Nil 

(Married couple with two children aged 10 and 16) 
Norman.... Age 43 Sonja.... Age 37 
Occupation: Company Director Occupation: Housewife/mother 
Certificated Education: Nil Certificated Education: SRN 

(Married couple with five children aged up to 15 years) 
*Dr E.... Age 42 Marjorie... Age 38 
Occupation: Medical Doctor Occupation: Housewife/mother 
Certificated Education: Dr of Certificated Education: BSc 
Medicine 

(Married couple with three children) 
Dr Frank.... Age 43 Dr Sheila .... Age 41 
Occupation: Medical Doctor Occupation: Medical Doctor 
Certificated Education: Dr of Certificated Education: Dr 
Medicine of Medicine 

(Married couple with grown-up children) 
Sir G.... Age 79 Lady G.... Age 73 
Occupation: Company Director (ret) Occupation: Housewife 
Certificated Education: BSc Certificated Education: Nil 
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(Married couple with three children) 
Dr H.... Age 49 Mrs H.... Age 51 
Occupation: Area Medical Officer Occupation: Housewife/mother 
Certificated Education: Dr of Certificated Education: Nil 
Medicine 

(Married couple and elderly mother. 
Dr I.... Age 50 
Occupation: Medical Doctor 
Certificated Education: Dr of 
Medicine 
Father's Occupation: Electrical 
Designer 

Two children now students) 
Dr I.... Age 55 
Occupation: Medical Doctor 
Certificated Education: Dr of 
Medicine 
Father's Occupation: Grocer - 
'worked for Co-Op' 

(Married couple with two teenage 
*Mr J.... Age 45 
Occupation: Solicitor 

Certificated Education: Qualified 
Lawyer 
Father's Occupation: Managing 
Director of Ladies Wear Business 

(Married couple with two grown-up 
Mr K.... Age 57 
Occupation: Company Director 

children) 
Mrs J.... Age 41 
Occupation: Director of own 
business 
Certificated Education: Nil 

Father's Occupation: Managing 
Director of Furniture 
Manufacturing Business 

children) 
Mrs K.... Age 50 
Occupation: Careers Guidance 
Officer 
Certificated Education: BA 
MSC 
Father's Occupation: 
Businessman 

Certificated Education: Degree in 
Engineering 
Father's Occupation: Director of 
Artist's Brush Manufacturing 
Business 

(Married couple with three young 
Mr L.... Age 37 
Occupation: Company Director 
Certificated Education: ONC HNC 

Father's Occupation: Director of 
own business 

children) 
Mrs L.... Age 34 
Occupation: Housewife/mother 
Certificated Education: GCE 
'O' levels 
Father's Occupation: Managing 
Director of Light Engineering 
firm 
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(Married couple with four children aged up to 18 years) 
Mr M.... Age 50 *Mrs M.... Age 40 
Occupation: Company Director Occupation: Works part-time 

in family business 
(previously secretary) 

Certificated Education: BA Certificated Education: Nil 
Father's Occupation: Self-Employed Father's Occupation: Managing 
Printer Director of Shipyard 

(Married couple with one grown-up son) 
Mr N.... Age 52 Mrs N.... Age 52 
Occupation: Company Director Occupation: Once worked with 

a fashion firm as an 'artist' 
Certificated Education: School Certificated Education: Nil 
Cert (attended art school for 3 

years) 
Father's Occupation: Stage Designer 

(Married couple with two children aged 5 and 7) 
Mr 0.... Age 38 Mrs 0.... Age 34 
Occupation: Chartered Accountant Occupation: Television 

journalist 
Certificated Education: BA Certificated Education: BSc 

*Denotes occupant who did not take part in interview 
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Members of Households Studied in the Fine Art Sample 

(Married couple. Two grown-up children left home) 
James... Age 52 *Sarah.... Age ? 
Occupation: Art teacher, VI Form Occupation: Housewife/mother 
College 
Certificated Education: ATD 
Father's Occupation: Railway 
worker - Plate layer/signalman 

Certificated Education: Nil 
Father's Occupation: Blast 
furnace worker 

(Married couple. Two grown-up children left home) 
Jack.... Age 53 *Margaret.... Age 54 
Occupation: Lecturer - Fine Art a Occupation: Part-time Artist 
Painter 
Certificated Education: NDD, ATD Certificated Education: NDD, 

ATD 
Fathers Occupation: Train driver Father's Occupation: Taxi 

Driver 

(Married couple) 
Stephen.... Age 34 
Occupation: Arts Officer & 
journalist 
Certificated Education: BA(Hons) 
Philosophy 
Father's Occupation: Dentist 

*Jane.... Age 33 
Occupation: Part-time 
community worker 
Certificated Education: 
Teacher training - incomplete 
Father's Occupation: Shop 
Proprietor 

(Married couple. One daughter aged 
Janet.... Age 43 
Occupation: Curator of Bowes 
Museum 
Certificated Education: BA 
History of Painting & Sculpture 
Father's Occupation: Headmaster 

(Married couple. One daughter aged 
Michael.... Age 32 
Occupation: Freelance Sculptor 
& Lecturer 

Certificated Education: BA Fine 
Art, MA Fine Art a Sculpture 
Father's Occupation: Signwriter 

10 years) 
*Mr.... Age 71 
Occupation: Museum Curator/ 
Director (retired) 
Certificated Education: Nil 

Father's Occupation: Army 
Officer, Colonel 

1 year 10 months) 
*Linda.... Age 29 
Occupation: Teacher of Art in 
Comp School(currently 
housewife) 
Certificated Education: BA 
Fine Art, PGCE 
Father's Occupation: Office 
Manager 



APPENDIX X contd. 

(Married couple. Three daughters 
Keith .... Age 38 
Occupation: Lecturer in Fine Art 
8 printmaker 
Certificated Education: 3 yr 
course in Art - Bristol; Royal 
College MRCA 

Father's Occupation: Self- 
employed hotelier 

aged 3 to 10 years) 
*Mrs .... Age 35 
Occupation: Housewife/mother 
(printmaker) 
Certificated Education: 
College Diploma. Currently 
doing part-time BA Art 
History 
Father's Occupation: RAF then 
chief catering officer in 
hospital 

(Married couple) 
Fiona .... Age 31 
Occupation: Gallery Curator 

Certificated Education: 
BA Fine Art, ATD 
Father's Occupation: Management 
Supervisor 

(Married couple. Two children aged 
Alan.... Age 29 
Occupation: Part-time Teacher at 
Art School, P/T writer on Art & 
Craft 
Certificated Education: Teachers 
Cert - major study in Art/ 
Art Education 
Father's Occupation: Printer's 
Reader 

(Married couple. Two children aged 
Ron.... Age 46 
Occupation: Full-time Artist/ 
Printmaker 
Certificated Education: NDD, 
Royal Coll - Printmaking 
Father's Occupation: Store 
Keeper for Gas Board 

(Married couple two children aged 
David.... Age 45 
Occupation: Lecturer in Fine Art 
Sculptor 
Certificated Education: BA Fine 
Art, Post Grad 
Father's Occupation: Electrical 
Contractor and Insurance Agent 

Peter.... Age 48 
Occupation: Lecturer in Fine 
Art 
Certificated Education: 
BA Fine Art, ATD 
Father's Occupation: Civil 
Servant 

1 week and 2 years) 
*Sally .... Age 29 
Occupation: Working part-time 
at Art College 

Certificated Education: 
Teachers Cert in Music/Music 
Education 
Father's Occupation: 
Lieutenant Colonel in Army 

16 and 14 years) 
*Mrs.... Age 48 
Occupation: Part-time Primary 
School Teacher 
Certificated Education: 
Teacher Training - Primary 
Father's Occupation: Chief 
Bank Clerk 

16 and 18 years) 
*Mrs .... Age 45 
Occupation: Teacher at Comp. 
School 
Certificated Education: BA 
Fine Art, ATC 
Father's Occupation: Gas 
Board 'internal audit' 
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(Married couple. Four grown-up children left home) 
Ken.... Age 57 Andrea.... Age 54 
Occupation: Director of Studies Occupation: Part-time 
at College of Art & Design Ceramics Teacher at College 

of Art 
Certificated Education: NDD - Certificated Education: NND - 
Sculpture, ATD Painting, ATD 
Father's Occupation: Self- Father's Occupation: Tenant 
Employed Nurseryman Farmer 

*Denotes occupant who did not take part in interview. 

N. B. The person listed in the left-hand column was the Northern 
Arts Panel Member in each case. 
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_ 
Newcastle uponTyne Polytechnic 

Faculty of Art and Design 

Department of Fine Art 
Head of Department 
T. Bromly ATD 

Division of Creative and 
Performing Arts 

' Coach Lane Campus 
-Coach Lane 
NEWCASTLE UPON TYNE NE7 7XA 

CP/JW 

I 

Dear 

I am conducting a survey on behalf of the Gulbenkian Foundation into 
the kinds of pictures and images people put on their walls, and why. 

In the course of the next few weeks I shall-be calling at your house, - 
and would be very grateful if you would be prepared to make an 
appointment for me to see what you have hanging in your living rooms, 
and if you would answer a few questions. 

I should emphasise that this is purely a matter of research: I an 
not connected with any marketing organisation, and I am not trying 
to sell anything. 

I look forward to seeing you, and will much appreciate any help 
you can give me. 

Yours sincerely 

Colin Painter 

0 
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p- Polytechnic 
Faculty of Art and Design 

Head of Faculty 
Professor T Bromly AID 

Squires Building 
Sandyford Road 
Newcastle upon Tyne 
NE18ST 

Telephone: 0632260M 

Dear Householder - 

Since 1979'I have been conducting a-survey in Newcastle into the kinds of 
pictures and images people put on their walls, and why. The initial Pilot 
Survey was undertaken as part of the Gulbenkian Visual Arts Enquiry and I am 
continuing the Project on a larger scale. 

Your address has been chosen randomly from houses in your area and in the course 
of the next few weeks I shall be calling at your house to ask if you- would be 
prepared to make an appointment for me to see what you have hanging in your 
living rooms, and to answer a few questions. 

I should emphasise that this is purely a matter of research. I am not 
connected with any marketing organisation, and I am not trying to sell anything. 

I look forward to-seeing you, and will much appreciate any help you can give. 

Yours sincerely 

Colin Painter 
Head of School of 
Creative and Performing Arts 

a. 

Schools Art History Fashion Fine Art Graphic Design Industrial Design Creative and Performing Arts 
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Polytechnic 
Faculty of Art and Design 

Head of Faculty 
Professor T Bromly ATD 
Squires Building 
Sandyford Road 
Newcastle upon Tyne 
NE185T 

Telephone: 0632 26002 

Dear 

Since 1979 I have been conducting a survey in Newcastle into the kinds of 
pictures and images people put on their walls, and why. The initial Pilot 
Survey was undertaken as part of the as yet unpublished Gulbenkian Visual 
Arts Enquiry and I am continuing the Project on a larger scale. 

I have now completed a study of a random sample of households in Newcastle 
upon Tyne and am about to undertake a comparative survey of households of 
members of the Fine Art community. For this purpose the Northern Arts 
Visual Arts Panel is ideally constituted as a cross section of the local 
fine art world and I have discussed with Peter Davies the possibility of 
my using the Panel as the basis of my study. Peter has no objections to 
this and I shall therefore be contacting you shortly-to ask if you would be 
prepared to make an appointment for me to call at your home and talk to you 
about what you have hanging in your living rooms. 

I should emphasise that this is purely a matter of research which will be - 
carried out with due confidentiality. 

I look forward to seeing you, and will much appreciate any help you can give. 

Yours sincerely 

Colin Painter 
Head of School 
Creative & Performing Arts 



looking at history itself. Imagine, for a 
moment, what would have happened if, 
during the Italian Renaissance, which 
presumably had thousands of competent 
painters, every 'interesting' work had 
been preserved with a similar diligence of 
documentation. It would not have 
resulted in simply a storage problem to- 
day. The concept of European art would 
never have been clarified for us and the 
Renaissance would have been unable to 
establish the standards of art which it did. 
A flood of merely cultural manifestations 
would have submerged the quality of cer- 
tain artists'. identities. The natural process 
of sorting out would have been choked. It 
was the unsentimental approach of those 
times, a combination of toughness and 
tenderness, which gradually selected and 
by so doing preserved for us a nucleus of 
work of the highest quality, works which 
later the artists of the 19th century, mov- 
ing towards modern art, could recognise 
uninistakably as their standard, i. e. as . 'art'. And it was upon this inheritance 
that art history could eventually build its 
assumptions. 

Looked at in this way, your profession 
seems to me to contain a fundamental 
paradox. In maintaining the actuality of 
art your work is of crucial importance. In 
the long run, it is perhaps even more in- 
fluential than the changing politics of 
museum directors because you look after 
the physical properties of spiritual values. 
On the other hand, you can obstruct, even 
by your care and responsibility, the very 
development of these spiritual values if 
you cling too tightly to the physical fragili- 
ty of a work of art as if that were some- 
thing in itself. 

This brings me full circle to my original 
remarks, which, at first, may have sound- 
ed a little simple. Contemporary painting 
and sculpture have to be exhibited, pack. 
ed and travelled in order that they may be 
seen, appreciated and assessed as works of 
art. If this is not done, you may find 
yourselves one day in the mad role of so- 
meone who expends all his time, expertise 
and skill simply on keeping potatoes in the 
dark in order to preserve them. 

Lastly, there is a certain tendency which 
is more deadly to art than any damage in- 
curred by loans. This is the increasing 
tendency for even quite recent work to 
become immobilized in museums. For ex- 
ample, we have had wonderful late Monet 
shows in the last few years, but does that 
mean that we won't see this work again? 
Or the Picasso exhibitions - are they 
really to be our last opportunity? Is it true 
that they will never be repeated? The big 
freeze is coming closer and closer all the 
time. 

The value of works of art as reflected in 
their insurance costs may increase enor- 
mously but because these values are pure 
invention, i. e. an interpretation of human 

and spiritual appreciation, they are 
vulnerable and can easily collapse because 
they- are only maintained by contact. 
There could be a fatal circle between in- 
carceration in museum vaults and the 
elimination of art. One only has to think 
of the value, or rather lack of value, 
which Suprematist and Russian Construc- 
tivist works hold for the people of Russia 

APPENDIX XIV 

Nobody can truthfully claim to possess 
a work of art, because in essence it 
belongs to all. Nor can the community at 
large claim it, because each work has to 
find for itself those who respond to it, 
those who can see it, and those who 

-belong to it. 

at present. _ 
Bridget Riley 

, 

The Absent Public 
A Report on a Pilot Survey of Objects Hanging on Walls 
in Households in Newcastle-upon-Tyne 

Recent discussion about the relationship 
between the fine art establishment and the 
wider community has been characterised 
by an absence of information on anything 
other than establishment art -a notable 
exception being- the work of Andrew 
Brighton which has drawn the attention of 
'fine art specialists' to the- existence of 
various kinds of art activity, each accom- 
panied by its own audience and value 
structure, and has offered a working chart 
of the landscape with which we might 
begin to orientate ourselves. ' 

More typically the situation is reduced 
to a crude bi-cultural division - one art 
for the popular audience, another for the 
initiates. Richard Cork describes it in -his 
Arts Council produced film 'The Art We 
Deserve? '. as an `appalling gulf between 
the popular mass-produced prints most of 
us buy in shops, and the often unpopular 
objects the Tate Gallery displays as cer- 
tified works of art' .2 

When assumption gives way to observa- 
tion the situation is more subtle. 

One difficulty which distorts the 
`specialist's' view of 'non-specialist' 
forms of art is the pre-occupation with 
evaluation rather than understanding. 
The first priority for research in this area 
has to be to try to see what is there, to 
engage with its meanings in terms of the 
value structures within which it operates 
- whether or not it is ̀ good', 'bad' or 'in- 
different' according to other standards. 

From this standpoint, at Andrew 
Brighton's suggestion. I undertook last 
year a small-scale survey of households in 
Newcastle-upon-Tyne as a supplement to 
the Gulbenkian Enquiry into the Econ- 
omic Situation of the Visual Artist. (For 
me this was a pilot survey related to a 
more substantial on-going research pro- 
ject. ) Some notes on the work are offered 
here - with due emphasis on their prelim- 
inary nature and their basis in a relatively 
small sample. 

The Scope of the Survey 
The intentions were to discover what 
kinds of images people hang on their 
walls, how objects were introduced into 
the house, why they are liked, how long 
ago they were acquired and at what cost. 
In addition a central concern was to ex- 
plore the concepts of art existing in rela- 
tiön to the works discovered. It was 
necessary to limit the scope of the survey 
and '2 dimensional' works were identified 
for attention - objects in low relief were 
included. Since there were dangers in 
closer definition, it was decided to take 
note of all such objects hanging on the 
walls. Whether or not the objects were 
thought of by their owners as 'art objects' 
has been one question raised in the survey. 
Only 'public' spaces were included, e. g. 
halls, living rooms, lounges, dining 
rooms, kitchens, because it was felt 
unlikely that access would be offered to 
other spaces in all cases. 

An informal interview approach was 
adopted and each object was photograph- 
ed and discussed. Samples were taken 
from the following accommodation in 
Newcastle-upon-Tyne: 

AREA I Pre-1919, traditional, terraced, 
working-class accommodation. 

AREA 2A newly-developed working- 
class council estate. 

AREA 3 Private houses valued at £15,000 
- £25/30,000. 

AREA 4 Private houses valued at over 
£35,000. 

Households were chosen randomly. The 
numbers actually interviewed in each sam- 
ple were as follows: - Area 1: 10 house- 
holds; Area 2: 7 households; Area 3: 7 
households; Area 4: 8 households. 

There is no significance in these differ- 
ing numbers. Available time dictated how 
many interviews were achieved. Often 
there was more than one person interview. 

ed in each house. 



Preparedness to Participate 
Interviews involved admission to the 
house so all refusals cannot be attributed 
to the subject of the survey. About 50% 
refused interviews in Area 1. One. reason 
appeared to be that people assumed that 
the survey was concerned to find 'good' 
works of art and they thought they had 
nothing in that category. This response 
seemed to include a reluctance to expose 
the things on their walls in an 'art 
context'. It seemed to be assumed in both 
the working class areas that 'quality' 
(perhaps 'merit' is more accurate? ) 
and/or 'value' (including economic value) 
would be central to the survey and that a 
representative of the art establishment 
would be passing judgement on them. 

In Areas 2 and 3 interviews were more 
easily obtained although there were 
refusals. In Area 4 there were few refusals 
and most people were eager to show their 
possessions and talk about them. 

Number of Objects per Home 
The number of objects seemed to depend 
only on the amount of wall space. The 
larger the house, the more things on the 
walls. Objects tended to be modest in size. 
105 cm x 75 cm would be a large picture 
in all the areas and these were more 
numerous in Area 4 than in the others. 

The Nature of the Objects 
Taking a picture here to mean an image 
with no other apparent purpose than to be 
an image, only 320io of the objects in Area 
1, and 4417o in Area 2 were pictures. 
Almost all the other objects in the 
working-class houses were either func- 
tional or alluded to being functional. That 
is, there were objects performing a real 
function - for example, mirrors, clocks, 
and calendars - although they might also 
carry images, but, more numerously, 
there were objects with a functional 
aspect, or residual connotation of a func- 
tion, but which clearly did not perform 
that function and/or were not hung on the 
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wall for that principal purpose. In this 
category were embossed brass plates, 
shields and crossed swords, thermometers 
on decorative wooden bases, wooden pla- 
ques carrying rows of hooks, screen- 
printed mirrors, and objects with such 
characteristics in various combinations. 
All these had a 'decorative' or 'symbolic' 
aspect and usually carried images or 
motifs. 

There was a clear and prevalent liking 
for novelty - even the bizarre. Often this 
was provided by the very combination of 
apparent practical utility with 'decorative' 
or 'symbolic' embellishment. But the en- 
thusiasm for novelty also characterised 
the pictures in the working class homes. 
'Conventional' pictures in a single con- 
ventional medium, on a two-dimensional, 
rectangular surface (originals or reproduc- 
tions) were in a minority. Pictures were 
often circular, screened or painted on to 
concave or convex perspex, cast in plaster 
as low reliefs, printed on to copper, 
painted on to glass, made from string 
around nails. 

In Area 3,64% of the objects were 
pictures and these generally fitted the 
conventional notion of 'high art'. Re- 
productions constituted about 4301o of the 
pictures and most were by famous artists 
- Constable, Degas, Beardsley, and 
Lowry for example. Originals, 340/o of the 
pictures in this area, were usually recent 
and mostly oil paintings of landscapes, or 
flower studies. Only one household in 
Area 3 contained originals of a com- 
petence suggesting that the artist had 
received a substantial art training. Most of 
these were gifts from the artist. In the 
other homes originals were by apparently 
untrained artists and often these had been 
purchased. 

It seemed that aspirations towards a 
conventional notion of high art included 
owning originals, but financial constraints 
allowed only modest purchases. The value 
attached to an 'original' appeared to com- 
pensate for some loss of quality. 

In Area 4,775o of the objects were pic- 
tures. 70e7o of these were originals - not 
including numerous 'old engravings'. A 
small proportion of the pictures were 
reproductions and very few of these were 
by artists of 'household reputation'. The 
emphasis was often on antiquity - gen- 
uine or implied. Just under one-third of 
the pictures could be classified as 'period 
originals' - 'antique' works by minor 
professional artists usually of a popular 
genre, - landscape, sporting and military 
works, for example. 

A similar number of works were fairly 
recent originals by artists whose com- 
petence suggested a degree of formal 
training in art. These ranged from holiday 
souvenirs - views of Venice and Paris - 
to landscapes usually treated in loose, 
gestural manners.. ' 

How do Objects arrive on Walls? 
In the working-class areas men were not 
much involved in the acquisition of ob- 
jects. (16% in Area I and 10oio in Area 2). 
Older men in particular were reluctant to 
be associated with what was on the walls. 
In this they were -usually supported by 
their wives. In Areas 3 and 4 men were 
much more active; 25% of the objects in 
Area 3 and 30% in Area 4 were introduc. 
ed at least partially by a man. In Area 4 
men were more often responsible for what 
went on the walls than women - some- 
times husbands chose virtually all the pic- 
tures without consulting their wives. 

Another interesting aspect of the way 
things were acquired is that a high propor- 
tion (particularly in the working class 
homes) were gifts from people other than 
the principal occupants of the homes - 
44% of objects in both Areas I and 2 as 
compared to about 23010 in Areas 3 and 4. 
Many things were there out of obligation 
rather than personal choice. In the work- 
ing class homes it seemed to be established 
practice to bring gifts from outings or 
holidays and these are frequently things to 
hang on walls. In this sense the objects 
sometimes signify other people and are to 

. 
do with relationships as distinct from in- 
trinsic qualities. 

The giving of pictures as gifts was much 
less common in the middle class sample. 
Approximately 23010 of the objects in 
Area 4 were inherited -a relatively in- 
significant factor in all the other areas. 

Knowledge of Objects 
There was little interest in Areas I and 2 in 
those aspects of objects important to the 
establishment art world. People were fre- 
quently unaware of signatures, labels or 
trade marks. In view of this it is not sur- 
prising that less accessible information 
had also commanded little interest. There 
was often no distinction made between an 
original and a reproduction (not confined 
to Areas I and 2) or between a photo- 
graph and a painting. The term 'photo' 
was sometimes used as a synonym for 
'picture'. 

In the middle-class areas people knew 
more about their possessions in establish- 
ment art terms. They usually knew who 
had made them and roughly in what 
medium. In Area 3, a liking for the artist 
was sometimes the reason for having pic- 
tures and in Area 4 knowledge sometimes 
extended to making collections of par- 
ticular kinds of works. 

Concepts of Art - 
It is unrealistic to expect well-formed 
responses from non-art initiates on mat- 
ters related to the definition of art and 
these notes should be seen as no more 
than a tentative indication of some issues. 

In the working class areas people tended 
not to think of possessions as `art'. Just 



one person thought of all their possessions 
as art. A few were uncertain about this, 
about half the rest thought some of their 
possessions were art, and the other half 
rejected that possibility. 

The following extract from an interview 
with a woman who had bought a painting 
from a Sunday market stall typifies the 
situation. The work depicted a dog wear- 
ing a clown's nose, a bow tie and a top 
hat. It was framed and signed - the name 
'Sentorelli' will do here. 

C. P. Would you describe any of the ob- 
jects you've shown me as art? 

Answer: No. 
C. P. Can you say when a picture is art? 
Answer: I don't know. I always think of the 

Mona Lisa. 
C. P. Why should the Mona Lisa be art 

and not your 'Sentorelli'? 
Answer: I don't know. 
C. P. Would you rather have the Mona 

Lisa on your wall? 
Answer: No. 
C. P. Does that mean that you think Sen- 

torelli is better than Leonardo? 
Answer. No. These are the things I hang on 

my walls. 

There is a clear acceptance that art con- 
sists of the works of 'indisputably' great 
artists whose defining characteristics are a 
mystery; an acceptance of the existence of 
authoritative standards based on foreign 
criteria arrived at independently of the 
meanings and values indigenous to the 
woman's own situation and fife ex- 
perience. 

More than -once in Areas I and 2 pic- 
tures were singled out as art because they 
were 'proper paintings'. For those who 
used the term it is likely that a 'proper 
painting' would be easier to recognise 
than to define. It was used in connection 
with a wide range of pictures and once as 
a term to contrast with certain contem- 
porary paintings considered ridiculous. 
Here it implied a degree of representa- 
tional accuracy as well as association with 
'the old masters' who were sometimes 
referred to when attempts were being 

made to characterise 'real' art. A 'proper 

painting' is perhaps related to a notion of 
'fine art'. 

In view of the prevalent lack of concern 
with how things had been made, by 
whom, and in what materials, it is doubt- 
ful whether a 'proper painting' could be 
reliably defined in terms of such 
characteristics. It probably depends more 
on something as nebulous as the 'aura' of 
a work. It perhaps has to have a degree of 
'substantially', to be framed appropriate- 
ly, perhaps to allude to that realm of 'art' 
in which the woman firmly placed the 
Mona Lisa. Her reasons for this were as 
unformed as those underlying the defini- 
tion of a 'proper painting'. 

Being 'hand made' was another criter- 
ion offered to identify art objects in the 
working class areas. This was associated 
with the length of time, the amount of 
labour and the difficulty involved. 

Preparedness to categorise objects as 
art increased dramatically in Areas 3 and 4 
- just one person out of 22 being unsure 
and the rest clear that either all or some of f 
the objects were art. 'Skill' and 'hard 
work' were again mentioned in Area 3, 
also 'pleasure' and 'beauty'. In Areas 3 
and 4 there were the somewhat more 
elaborate views that art is 'an attempt to 
portray something visually' or 'somebody 
expressing themselves in paint or sculpture 
- or even writing'. One common idea 
(also encountered in Area 2) was that 
everything man-made is designed and 
therefore is art. This disregards questions 
of 'quality' and, faced with specific ex- 
amples, this all embracing definition 
might be relinquished. 

These are merely isolated examples of 
the reasons given for categorising objects 
as art. Space is insufficient to enlarge on 
the subject even if the material gathered 
was adequate, or its analysis sufficiently- 
far advanced. 

Reasons for Liking or Valuing Objects 
Asking why people liked things was slight- 
ly inappropriate because many objects 
were not liked but were there out of obli- 
gation; but subject matter was an impor- 
tant factor in all the areas. There were 
many reasons for liking certain subjects 
but the most common subjects everywhere 
were landscapes (including townscapes), 
flowers, animals and people. An emphasis 
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on animals and people was apparent in 
Areas I and 2 while landscapes and 
flowers predominated in Areas 3 and 4. 

In all areas one common reason for 
hanging a picture was its association with, 
and/or allusion to, a person or place. As a 
category this is complex and overlaps with 
'obligation' because it can include a rela- 
tionship with the donor, in the case of a 
gift, or the lost relative in the case of an 
inherited picture. 

Liking for pictures of familiar places 
was common - and in the working class 
areas particularly, this extended to exotic 
places valued for their very inaccessibility. 
The predilection for 'unusualness' or 
'novelty' which tended to be confined to 
the working class areas, has already been 
mentioned. Another factor in deciding 
what to put on the wall across all the areas 
- perhaps less so in Area 1- was the 
contribution a work made to the decora- 
tion of the room. Again, this was not a 
discrete category. To buy a picture that is 
predominantly brown is not to buy any 
brown picture. Furthermore the survey in- 
dicates that the acquisition of objects was 
generally carried out only once. The walls 
having been filled there tended to have to 
be a special reason for replacing things - 
moving house for example. So, though 
the purchase of a picture may be influenc- 
ed by the decor, the priorities may be 
reversed when the room is redecorated. 

Regard for such characteristics in pic- 
tures as 'quality of painting', 'workman- 
ship', 'representational skill' and 'good 
drawing' tended to be confined to Areas 3 
and 4 where, as we have seen, there was a 
greater concern for objects as art and for 
the intrinsic qualities in objects that that 
has traditionally implied. 

Colin Painter 
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I should like to acknowledge the support of 
Andrew Brighton, David Chancy (Dept. of 
Sociology, Durham University) and Nick Pear- 
son in undertaking this work. 

(The preliminary nature of this report has to be 
re-emphasised. Obviously it is not appropriate 
to draw large generalisations. However, the 
issues thrown up are ones with which the fine 
art establishment should concern itself as a 
matter of urgency - if genuine anxieties exist 
about relationships with the wider community. ) 

Abstraction . 1910 -1940 
Over the years we have come to expect of 
the Juda Gallery a summer exhibition of 
high quality abstract painting. This year is 
no exception. Under a general title, 170 
works by 65 artists are catalogued and 
roughly the same number are on show. 
The works, many on paper, are room- 
sized more often than museum-sized and 
serve as a reminder that until 1940 abstract 
artists were usually content to explore a 
comparatively small surface area. For in- 
stance, there is no apparent reason why 
Herbin's fine gouache of 1920 (no 64) 
should only measure 14 x 11 f inches, ex- 
cept that it could be a sketch for a larger 
work. But before the post-war invention 
of acrylic paint, the perfection of tech- 
nique needed to carry off a symmetrical 
geometric composition on a large scale 
was a tedious undertaking. Even on this 
small scale the rhythms of Herbin's col- 
ours and shapes provide a hypnotic con- 
struction rather like a heraldic device, and 
avoid asking 'what does it mean? '. Brain 
and senses are quietened by the perfection 
of order and symmetry, as they would be 
by a traditional mandala. 

In this respect, Herbin's gouache makes 
an interesting contrast to a collage by 
Schwitters (no 139). The ingredients are 
still culled from simple geometry, though 
added to triangles and rectangles are parts 
of curved forms suggesting a distorted 
target or even a head form. By using col- 
our changes and, above all, overlapping 
one shape and texture on another, Schwit- 
ters has decreased the gestalt nature of the 
imagery. Instead, he has played on a two- 
and three-dimensional ambiguity of forms 
with an open-ended reading, a reminder 
that his abstraction was based on the re- 
cent discoveries of cubism, foreign to the 
`pure' play of colour characteristic of a 
mandala. 

Those who ask for meaning or content 
in the art on show may be disappointed 
that it often depends on little more than 
knowing what the artist wrote about his 
intentions. That Van der Leck hoped by 
using 'elementary symbols' (the catalogue 
phrase) to convey a 'higher reality' in his 

Man and Women 1926 (no 87) may escape 
the viewer. Similarly, that Arp wished to' 
substitute the Eastern notion of chance 
for the Western idea of choice in his work - 
(nos 1-3), again in order to make a 
spiritual art more suited to the global 
world of the twentieth century, will not be 
'immediately apparent. Such information 
brought to the work by the viewer may, 
however, provide appreciation on another 
level than the more immediate visual 
response to art in which a story element is 
absent. 

_ In the case of a gouache by Strzeminski 
we may enjoy the colours and lines, 
perhaps relating it to Arp's particular kind 
of surrealism, without needing to discover 
that for the Polish abstractionist it 
represented a return to figuration. His in- 
tended invocation to nature is betrayed by 
the title, Lake landscape. Without outside 
know; edge, the gallery goer would not 
realise that the drawing by Strzeminski 
(no 153) belongs to that period during the 
war (it was drawn in 1942) when he was 
privately using his abstracted language in 
protest against the Nazi occupation of 
Poland. 
- Political history provides a potent fac- 

tor in the personal story of many artists 
whose work is here on view, but perhaps 

Abstraction 1910-1940, Annely Juda Fine 
Art, till Sept 27. 

Kasimir Malevich Suprematist 
composition, 1917 


