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It has been a very strange and challenging experience planning this exhibition 
over the past year due to the pandemic. The Gallery has been closed for most 
of the time and we have been forced to do much of the research, organisation 
and curating of artworks online and at home. I am extremely excited that the 
gallery is open once more and we can share the results of our hard work with 
you and our enthusiasm for this often-overlooked period of British Art. 

I would first and foremost like to thank my co-curator Professor Louise 
Campbell without whom this show would not have happened. The exhibition 
stems from her research into this period. She has been enormously resourceful 
in finding and securing loans for the show and I am very grateful to her.

Our thanks also go to the Friends of Leamington Art Gallery, the 
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Foreword
This photograph shows the staff and students of Coventry College of Art, 
assembled in front of the incomplete Coventry Cathedral in 1961. In the centre is 
my father, Hugh Richard (‘Dick’) Hosking who had come to Coventry in 1947 as 
principal to create a modern college of art. He inherited two Victorian buildings, 
several tin Nissen huts, four members of staff and a rabble of students. Bomb-
shattered Coventry was re-building its industry and housing as well as constructing 
the innovative ring road, shopping centre and Cathedral. All this helped to create 
an exciting situation whereby the College of Art could influence, and also be 
influenced, by what was going on around its new premises in Cope Street.
There were two sorts of life led by artists then, although this may apply to 

creators of any period. There were artists appointed for large-scale commissions 
involving issues of siting, finance, safety and ownership. The artists involved 
were nearly all men, as was the staff of the College of Art. Very few women were 
employed there, and the huddle of female students were seen as potential wives. 
The male staff had largely come back from war service and had retrained in art 
with ex-servicemen’s grants, so they were mature and ambitious. Many of them 
had handled machinery and heavy equipment so they were able to create artworks 
on a large scale and co-operate with civic authorities and committees. They taught 
well and worked well within the social and artistic framework of the period. [Fig. 1]

The other sort of life led by artists in this period, who were usually 
women, was one of comparative isolation, working from self-created 
home studios. Educated but seldom appointed to art teaching posts and 
usually with family commitments, they worked on their own. My mother, 
Alma Ramsey-Hosking was such a one who, after leaving the Royal 
College of Art in 1929, had been only involved with domestic duties.

It was her good luck to have contacts in Coventry via her husband, 
Dick. These gave her the only commissions for public work that she 
received: the crib for Coventry Cathedral in 1962 and the wall sculpture 
of Guy and the Dun Cow for the new Broadgate House in 1952.

Alma tackled the Guy and the Dun Cow commission by making the maquette 
in clay before the actual work started. The sitting room of our family home 
was requisitioned as a studio and a structure was built that took up all of the 
main wall, before buckets of plaster were applied using water carried from 
the kitchen. The fighting knight, the maddened cow and fleeing woman 
were built up in plaster, modelled, carved and finally painted. [Fig. 2]

It was installed in Broadgate House in 1952 and was moved to Shelton 
Square in the 1980s, an area which is now neglected and currently 
earmarked for redevelopment. The importance of artists in shaping 
post-war Coventry is easily overlooked. Restoration and relocation 
of this delightful sculpture would help to underline the role which 
public art once played in the life of this twentieth-century city.

Sarah Hosking 
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Fig. 1. Coventry College of Art Staff and Students, 1961, ©Hosking Houses Trust.

Fig. 2 Alma Ramsey, Sir Guy and the Dun Cow, 1952, Broadgate House, Coventry, now sited between Shelton Square and Bull Yard,  
Courtesy of Jill Irving.
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Modern Mercia: art, city, region
Dominating the north elevation of Basil Spence’s Coventry Cathedral is 

a huge cross in relief. It is the emblem of St. Chad, who became Bishop of 
Mercia in 669, and established his seat in Lichfield. Until 1918, when Coventry 
became an independent diocese with its own bishop and cathedral, it was 
part of the Lichfield diocese. The cross marks that connection. Mercia was an 
enormous Anglo-Saxon kingdom occupying the English Midlands, bordered 
by Wales, Northumbria, East Anglia and Wessex. This exhibition looks at 
a smaller area at the heart of the old kingdom, the part of Warwickshire 
which includes Coventry, Leamington and Stratford-upon-Avon. 

 After the Second World War, the dynamism of this region was underpinned 
by Coventry’s booming manufacturing and automotive industries, outlying 
factories in Leamington, and a theatre in Stratford which transformed the 
town into a cultural and tourist destination. Between these centres lie villages, 
farmland and the rolling, well-wooded Warwickshire country. The region 
nurtured striking innovations in art and design, evident from 1945 and lasting 
until about 1970, when the optimism of the post-war years began to falter in 
the face of economic difficulties. Our exhibition surveys these 25 years.

The city of the future
War-time bombing, particularly in cities like Coventry, provided the impetus 

for thinking about the future shape and character of British towns and 
cities. Donald Gibson, Coventry’s first city architect presented his plans for 
rebuilding Coventry to the public in an exhibition in 1945. It involved separating 
motor and pedestrian traffic in the city centre, creating neighbourhood 
centres in the suburbs, and proposing new ways of building urgently needed 
housing and schools. He was determined that modern Coventry would be 
a good place to live as well as a properly functioning one. Artists were to be 
given space on the streets, in the museum and in the city’s new buildings. 
Coventry’s cultural life was shaped by a new theatre, new cathedral, and 
new art gallery and museum; the existing College of Art, at first housed 
on the Technical College site, was given its own large building in 1968. 

Princess Elizabeth inaugurated the start of building work in 1948 with 
the words: ‘Here in this central square of Coventry, we are burying the 
bitter and painful memories of the past’. This was to be the keynote for 
Coventry’s reconstruction – an optimistic and forward-looking spirit. The 
Levelling Stone carved by Trevor Tennant and installed at the head of 
the Upper Precinct to mark the centre of the re-planned area depicted 
the mythical figure of the phoenix rising from the flames. [Fig. 3] 
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Fig. 3 Trevor Tennant, Levelling Stone, 1946, Upper Precinct, 
Coventry, © Historic England Archive, 2014.

Fig. 5 View of the Upper Precinct, Coventry, © Historic England Archive, 1960-1969.

Fig.4 George Ehrlich, Pax, 1945, Canley Crematorium, 
Coventry, Courtesy of Louise Campbell.
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It contrasts with the figure of Pax, Georg Ehrlich’s poignant memorial to 
the victims of the blitz placed in Canley Crematorium in 1945. [Fig. 4] 

But Gibson’s vision of the new city was a place which – despite its modernity – 
engaged with the past and the region. The new shopping centre was designed 
to frame views of the spire of the medieval cathedral. [Fig. 5] The materials 
used in the Upper Precinct and in Broadgate House, the first phase of the 
redevelopment, were traditional ones, and the spaces were generous. This 
was a place to linger – a modern equivalent of a market square – equipped 
with fountains, flowering cherry trees, benches and works of art. [Fig. 6]

Other Midland towns produced their own plans. Leamington, almost 
untouched by bombs, commissioned a plan from C.H.James and S. Rowland 
Pierce which stressed its location at the heart of England. [Fig. 7] James, 
like Tennant, had worked in Leamington during the war as part of the civil 
defence camouflage unit. The plan addressed the town’s pre-war legacy 
of dilapidated housing and tangled transport networks. It proposed a new 
transport interchange, a civic complex containing a concert hall, conference 
centre and gallery, and new residential areas to the north and south.

Fig. 6 An artist’s impression of the new Coventry. Donald Gibson, A.R.I.B.A, City Architect.

Fig.7 C. H. James and S. Rowland Pierce, Royal Leamington Spa: A Plan for Development, 1947.
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Public Art
The Festival of Britain, held on London’s South Bank in 1951, made 

spectacular use of architecture and art, especially sculpture. The Pleasure 
Gardens at Battersea contained the Miranda fountain, commissioned from 
Arthur Fleischmann by Leamington-based firm of Lockheed. The Festival 
provided a model for the integration of public art into the design of new 
town centres, housing schemes and schools. For Coventry’s Broadgate 
House, containing shops with offices and a restaurant above, Gibson 
commissioned a large mosaic, sculptures, and a delightful mechanical 
clock. The mosaic [Fig. 8] designed by Dick Hosking, Principal of the 
College of Art, represented the Coventry Martyrs, burned at the stake 
for their faith in the sixteenth century. Nearby, a relief by his wife Alma 
Ramsey, Guy and the Dun Cow depicted the legend of Guy of Warwick 
confronting a comically aggressive cow, watched by the Earl’s daughter.

Trevor Tennant, sculptor of the Levelling Stone, carved four groups in 
Doulting stone which were placed between the windows of the restaurant. 
They depicted The People of Coventry past, present and future: two male 
figures embodying planning and working, a male and a female representing 
creative maturity, a family group, and two female figures symbolising 
youth and vitality. A clock from the demolished Victorian market hall was 
installed at Broadgate House featuring wooden figures of Lady Godiva 
and Peeping Tom carved by Tennant. [Fig. 9] Propelled by a mechanism, 
they appeared as the clock struck the hour. The robust Anglo-Saxon 
humour and fairground style of the figures created a deliberate contrast 
with William Reid Dick’s academic sculpture of Lady Godiva nearby.

More ambitious themes were tackled by Walter Ritchie, who carved a 
pair of monumental reliefs at the base of the footbridge spanning the 
Upper Precinct. [Fig. 10] These reliefs – Man’s Struggle to Control the 
World inside himself and Man’s Struggle to Control the World Outside 
himself – echoed Gibson’s wish to contain the effects of technological 
change on the individual and the environment. Concerned to connect the 
citizens of Coventry with their history and to foster a sense of place and 
local identity, Gibson wanted to create a well-crafted environment which 
compensated for what had been destroyed. Doulton and Hornton Stone, 
Westmorland slate, red brick, gold leaf, bright paintwork, mosaic and well-
designed street furniture celebrated the lasting significance of the city.
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Fig. 8 Hugh Richard Hosking and René Antonietti, Coventry Martyrs Mosaic, 1953, © Historic England Archive, 2008.

Fig. 9 Trevor Tennant, Godiva and Peeping Tom, 1951, Broadgate House, Coventry, © Historic England Archive, 2014.
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Arthur Ling, who succeeded Gibson as city architect in 1955, had a different vision 
of both architecture and public art. He liked the idea of creating outdoor ‘rooms’ 
and plazas rather than formal vistas, and deployed concrete, steel and glass in 
bold new buildings like the Swimming Baths and his own centre of operations in 
the Architecture and Planning Department in Earl Street. Ling also encouraged 
a move away from wall reliefs to free-standing sculpture, as in the winged figure 
of the Phoenix in Market Way, designed by George Wagstaffe. Restrictions on 
spending implemented as Ling arrived meant that he looked to the College of 
Art and members of his own architectural staff like James Brown to produce 
artworks; he also encouraged donations from local industry and Coventry’s twin 
cities overseas. Dresden responded with a gift of murals in the city’s new round 
market, painted by Jurgen Seidel. Ling continued Gibson’s project to anchor the 
citizens of Coventry in their region, notably in Gordon Cullen’s tile panel originally 
set into the ramp between the Upper and Lower Precinct, which depicted the 
natural, architectural, literary and topographical history of the city. [Fig. 11]

In the 1960s, the sculptor William Mitchell inaugurated a fresh approach which 
fused architecture and sculpture. Critical of the uniformity of modern building 
surfaces, he aimed to give them what he called ‘sparkle’ and ‘spontaneity’ 
with new materials and techniques. At the Three Tuns pub in Bull Yard, liquid 
concrete was poured into moulds and carved before it dried, creating a strongly 
modelled surface inside and outside the building. [Fig. 12] He added texture 
and interest to an office building in Hertford Street and the first floor of shops 
nearby with bronze fibreglass and concrete panels cast in special moulds. 

Fig. 10 Walter Ritchie carving Man’s Struggle to Control the World Inside Himself, 1954-1958, Originally 
in Upper Precinct, Coventry, now at Herbert Art Gallery & Museum, Coventry, © Sally Taylor.

Fig. 12 William Mitchell, concrete mural for Three Tuns pub, 1966, Bull Yard, Coventry, (c) Historic England Archive, 2014.
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Fig. 11 Gordon Cullen, Coventry Mural, 1958, Lower Precinct, Coventry, © Historic England Archive, 2014.
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Schools
In 1949, the Ministry of Education encouraged local authorities to devote 

a small proportion of the cost of new school buildings to works of art. It was 
influenced by Herbert Read’s 1943 book, Education through Art, which argued 
that aesthetic education was essential, and that the fabric of a school played 
a formative role in children’s development. In Coventry, where the growth 
of the city necessitated an ambitious school-building programme, Gibson 
and Ling facilitated adventurous commissions for murals and sculpture.

Coventry’s new secondary schools used a system of light-weight 
metal framing to create low-density, large-windowed buildings set 
in generous grounds. [Fig. 13]Here, art was to provide a focus for 
activity and sociability, to give visual stimulus and to enhance pupils’ 
learning. Sculpture was commissioned for playgrounds and courtyards 
usually on the theme of play, music or sport. Inside, murals and 
stage curtains referred to local history or architecture. [Fig. 14]

After 1959, Coventry’s Education Committee took a greater hand in 
commissioning art. Encouraged by John Hewitt, Director of the Herbert 
Art Gallery, more local artists were commissioned (especially staff and 
students at the College of Art), and pupils themselves were increasingly 
involved in making art for their schools, as at Caludon Castle school.

Fig. 13 Lyng Hall School, Coventry, © Historic England Archive, 1960-1969.

Warwickshire Education Committee followed Coventry’s lead in earmarking 
a proportion of the cost of a new school building for artworks. Here as 
elsewhere, the choice of artists was generally delegated to architects 
– either the County Architect or school designers. The sculptor Walter 
Richie, working in carved brick, wood, stone, bronze, steel and aluminium, 
won commissions for schools all over Warwickshire. [Fig. 15] To mark the 
completion in 1953 of the county’s first new secondary modern school, Oken 
School (now Myton School) in Warwick, Alan Sorrell was commissioned to 
paint a 16-metre-long mural representing The Seasons. Sorrell, accompanied 
by his dog, spent ten weeks sleeping in a caravan in the school grounds and 
painted the mural directly onto the wall. It covered the external wall of the 
school hall, visible to pupils as they entered the building or passed through 
the foyer. Representing the times of day and the ages of man from youth 
to old age as well as the seasons, the mural offered lessons in agriculture, 
landscape and architecture. [Fig. 16]

Fig. 14 David Holt, Coventry Mysteries mural, 1956, 
Lyng Hall School, Coventry, (c) Mark Holt.

Fig. 15 Walter Ritchie, Peter Pan and the Darling children, 1952,  
Cashmore Junior School (now Kingsway School) Leamington, (c) Sally Taylor.
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Fig. 16 Alan Sorrell, central portion of The Seasons mural, 1953, Oken School (now Myton School), Warwick (c) Rod Dorling Photography.
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Design for living
In the 1940s, Coventry addressed the housing shortage with imagination, initially 

with prefabs for bombed-out families and war-workers, and then using new 
techniques to build fast and inexpensively. 1954 brought an end to rationing and to 
restrictions on non-essential building work. Private housebuilding began, and with 
it a demand for new furniture, fabrics and homeware. As in new school buildings, 
the open layout and large windows of homes in the 1950s and 60s were animated 
by colourful textiles. Car-ownership (exceptionally high in the Midlands) prompted 
the inclusion of ‘car-ports’, a novel feature of house-design.

One of the most important post-war textile designers was Tibor Reich, who 
established a design studio and weaving mill outside Stratford in 1946. 

He designed textiles for the Shakespeare Theatre, renovated in 1951, and designed 
his own home in collaboration with Denys Hinton in 1957-8. With its floor to ceiling 
windows, the house served as showcase for the deep-textured, richly coloured 
fabrics for curtains and soft furnishings, and carpets manufactured by the firm of 
Tibor. [Fig. 17]

In the 1950s and 60s, Stratford unexpectedly became a centre of modern 
design. The Birmingham-trained architect Robert Harvey had his practice in 
the town, working for the Theatre, the grammar school and for private clients 
throughout Warwickshire. [Fig. 18] In the village of Alveston nearby, houses were 
designed by Harvey, by Peter Womersley, and by Patrick Guest for the designer-
silversmith Robert Welch. In Stratford itself, the Birthplace Trust Study Centre 
designed by Laurence Williams, opened in 1964, the four hundredth anniversary of 
Shakespeare’s birth. It featured textiles by Reich, furniture by Gordon Russell and 
engraved glass panels by John Hutton. Reich’s woven and screen-printed cotton 
and linen panels provided visitors with stylish souvenirs of Shakespeare’s plays and 
the town.

Fig. 18 Interior of Tibor Reich home, Stratford, (c) Alex Reich

Fig. 17 Robert Harvey, South Winds, 1965-6, Coventry, (c) Historic England Archive.
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The modern church
The most celebrated post-war project in the region was Coventry Cathedral. 

Largely funded by the government, it was designed in 1951 and consecrated in 
1962. Echoing at right angles the plan of the burnt-out shell of the medieval 
cathedral of St Michael, Basil Spence’s new cathedral was the emblem of Britain’s 
reconstruction, a place of pilgrimage for what John Hewitt termed ‘an anxious, 
searching, hoping generation’. While the interior reassuringly evoked gothic 
vaulting, it made ingenious use of new technology and included spectacular 
examples of contemporary art and craft. [Fig. 19] For early commissions, 
Spence chose neo-Romantic artists like Graham Sutherland and John Piper, 
and those like Jacob Epstein who had worked alongside him at the Festival of 
Britain. As Spence’s own design became bolder and more sculptural, delicate 
detailing was superseded by strong, simple work by younger artists. They 
included German-born Ralph Beyer and Hans Coper, whose contributions 
underlined the cathedral’s internationalism and its mission of reconciliation.

Spence also designed three small parish churches for the Coventry suburbs 
as blocky, much simplified versions of the cathedral, built rapidly and 
inexpensively in mass concrete, like the surrounding housing. [Fig. 20]

A close integration of architecture and stained glass was achieved in the 
Cathedral’s Chapel of Unity, where dalle-de-verre windows of slab glass 
designed by Margaret Traherne were set into buttress-like projections. A similar 
integration shaped the Catholic Church of Our Lady designed by Henry Fedeski 
for Leamington’s new parish of Lillington in 1962-3. There, dalle-de-verre creates 
a continuous, rippling screen wall around the perimeter of the church. [Fig. 21]
The cruciform plan signalled the desire to bring the celebrant in closer relation 
to the congregation by creating a central altar visible from every part of the 
church. That arrangement, following the directives of the Second Vatican Council 
during the early 1960s, would transform the design of many post-war churches. 

Fig. 19 Interior of Coventry Cathedral showing the nave from the South, © Historic England Archive, 2008.
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Shaping Taste: theatre, gallery,  
college of art, cathedral.
In the 1950s and 1960s, Coventry enjoyed great prosperity, with employment 

and wages higher than the national average. Many aspects of the new city centre 
and the commissions for its artworks were intended to counter the rampant 
consumerism of a place which sculptor George Wagstaffe has compared to ‘a 
Klondyke’. Four institutions were involved in the drive to stimulate aesthetic 
sense alongside civic consciousness: the Belgrade Theatre, opened in 1958; 
the Herbert Museum and Art Gallery, opened in 1960; the College of Art and 
the Cathedral. Coventry’s cultural infrastructure was unique in the Midlands. 
By comparison, Birmingham, a city of longer-established institutions, saw 
theatregoing suffer from local television transmission in the 1950s. Leamington’s 
planned civic buildings did not materialise until the 1970s, and Stratford’s new 
cultural identity did not blossom until the Shakespeare festivals of 1964 and 1969. 

The Belgrade Theatre was home to adventurous new drama; the auditorium 
contained work by Walter Ritchie, in the foyer was an abstract mosaic by 
Martin Froy and sculptural chandeliers by Bernard Schottlander, and the facade 
featured James Brown’s relief of Belgrade, Coventry’s twin city. [Fig. 22] The 
Herbert, under its first director the Irish poet John Hewitt, helped to reinforce 
the distinctive regional identity of the city. Hewitt proposed to create gallery 
displays about town planning, about the evolution of designs for the cathedral, 
and topographical works. In an era when the market for modern art saw a sharp 
inflation, he advocated a collection which represented ‘scenes of British life 
and British landscape’. He argued that this collection would have documentary 
value, and would be more immediately appealing to citizens than abstract art. 

Dick Hosking at the College of Art encouraged connections between theatre, 
gallery, cathedral and city. Work by students and staff was shown at the Herbert 
and purchased for its collection, staff took part in teaching and making art in the 
city’s schools, and joined local groups in staging plays at the cathedral and the ruins.

In 1959, a competition was organised for a new sculpture for the Herbert 
on the theme of the life and activities of the city. The competition, judged by 
the critic John Berger, was won by Peter Laszlo Peri. His Coventry Sculpture 
represented children playing, athletes vaulting and running, and construction 
workers with scaffolding poles, ladders and hoists. The figures were mounted 
on pierced metal screens and the four tiers of a steel armature. At the summit 
was ‘a figure greeting and reaching out towards the future’. [Fig. 23]
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Fig. 20 Gerald Holtom, St Aidan and St Oswald, wall hanging for St Oswald’s Church, Tile Hill Coventry, 1958, (c) Mark Holt.

Fig. 21 Henry Fedeski, Interior of Church of Our Lady, Lillington, 1963, (c) Historic England Archive.
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Towards the Future
In the late 1960s, the Coventry context was changing, with Labour 

losing control of the City Council after thirty years of progressive 
policies on education, housing and public art. Meanwhile, broader 
shifts in making, displaying and understanding art emerged. 

In the years leading up to Dick Hosking’s retirement from the College 
of Art in 1964, some students embraced pop art. Roger Jeffs and John 
Bowstead organised a joint exhibition, ‘A New Kind of Brightness’, at 
Coventry’s Umbrella Club in 1961. Proceeding to the Slade, they formed 
the collective Fine-Artz Associates with Bernard Jennings and Terry 
Atkinson. With its critique of ‘worn-out tradition-bound media’, this was the 
precursor of the Art & Language group which Atkinson founded in 1968 
while teaching at Coventry College of Art. The following year, the College 
merged with the College of Technology to become Lanchester Polytechnic.

Before Arthur Ling departed in 1964, he produced a master plan for 
the University of Warwick. The university was to be located on a green 
field site between Coventry and Kenilworth. The effect of the crisp, 
white-tiled buildings designed there by Yorke Rosenberg Mardall (YRM) 
between 1964 and 1970 was compared by the University Registrar 
to a spaceship landing in a field. Rosenberg was a keen collector and 
encouraged the acquisition of paintings and sculpture for the new 
campus, echoing the belief in visual education which Herbert Read and 
the painter Nan Youngman had pioneered. Bernard Schottlander’s 3B 
Series, No I (1968) was an early addition to the campus.[Fig. 24]The 
sculpture’s curves and vibrant colour contrast with the precise horizontals 
of the surrounding halls of residence. Without a plinth, it sits directly 
on the plaza known as Red Square, (originally the chief student leisure 
space) laid out as a grid of rectangles. It proclaimed the egalitarian 
ideals of the new universities of the 1960s and their commitment to 
widening access not simply to higher education but to culture.
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Fig. 22 Bernard Schottlander, Spiral chandeliers, 1958, foyer of 
Belgrade Theatre, Coventry, ©Historic England Archive, 2011. 

Fig. 23 Peter Laszlo Peri, The Coventry Sculpture, September 1959, © Peter Peri.
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In 1966 two exhibitions at the Herbert revealed the gallery’s change of 
direction. First an ‘Exhibition of Kinetic Art’  organised by the philosopher 
and art critic Cyril Barrett. ‘Metamorphosis: Figure into Abstract’ that 
autumn saw Hewitt expanding his remit to include non-figurative, art. 
Soon after, Hewitt purchased Barbara Hepworth’s sculpture Figure 
(Walnut) for the gallery, incurring the wrath of the Federation of Coventry 
Ratepayers and Residents. The episode modified Hewitt’s previous 
commitment to realism and opened his eyes to the diversity of the 
work being created locally and nationally, and its appeal for visitors.

Meanwhile an exhibition in the ruins of the cathedral exposed the 
gulf between the giants of the art world and a younger generation. An 
exhibition of British Sculpture was held there in 1968 to demonstrate 
the role of sculpture in city life. It featured work by Moore and Hepworth 
together with perspex sculptures by Derek Boshier and Anthony 
Benjamin. At the last minute, John Lennon and Yoko Ono contributed 
Acorn for peace, involving two acorns representing West (John) and 
East (Yoko) planted beneath a circular iron bench. A plaque on the 
bench read ‘Yoko by John – John by Yoko’. The saplings were intended 
to twine together around the bench as they grew. Acorns and bench 
soon disappeared. The following year, John and Yoko sent pairs of 
acorns to world leaders, urging them to ‘plant an acorn for peace’. 

Acorn for peace, a gesture embedded in the peace movement of the 
period, has all the qualities of ‘participation, ephemerality and the everyday’ 
which Chrissie Iles associates with the avant-garde of the 1960s. 

Louise Campbell

Fig. 24 Bernard Schottlander, 3B Series, No.1, 1968, University of Warwick. Courtesy University of Warwick.
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