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Abstract

This thesis aims to explore the representation of football in art from its origins in
Ancient Greece to the present day, although the main focus of the analysis will be
upon representations of football in English art from the late Victorian period up to
2010. In general terms, with minor but notable exceptions, the analysis will centre on
the work of fine artists working in 2D, whose work has length and width much like a
football pitch. The thesis will look at how artists have approached the game be it
action on the pitch, a focus upon spectators or the location of the football stadium.
The thesis will also assess the work of artists have who explored societal issues such
as gender, identity, race as well as violence in society using football as visual content
to explore these issues. The aim throughout will be to place the artwork in a social
and historical context, to provide a social analysis of football through art, to
demonstrate that art ‘is always a social servant and historically utilitarian.”!It could
be argued that an historical approach to art may well impact upon aesthetic
appreciation, but knowledge of when and how a piece of art was produced also
helps to place the work in context. In other words, aesthetic appreciation is linked to
historical relevance. What is also clear is that visual images, in themselves, cannot
provide the sports historian with a history of football. They can, however, provide an
invaluable resource that can be used by social historians.

The key source material for this thesis is first and foremost the artwork itself, a
significant body of which is located at the National Football Museum. However,
other sources such as press and art magazine articles, exhibition catalogues, the art
archives at the Victoria and Albert Museum and the Manchester Art Gallery as well
as the substantial Football Association archive at National Football Museum, have
also been of crucial importance. Also, a number of interviews with contemporary
artists have provided invaluable primary source material: these artists have also
allowed me to view their work and provided me with copies to facilitate the study of
their work.

The major findings arising from the research are that the representation of football in
art was not, once again with notable exceptions, prevalent until the foundation of the
Premier League in 1992. These exceptions include popular art depictions of football
in the Edwardian period, work commissioned by Frank Pick on behalf of London
Transport and the milestone Football and the Fine Arts exhibition of 1953. Overall
analysis of the artwork has shown that art is a useful source for historians and that
focus upon a particular art genre, in this instance football art, can provide different
insights into a significant cultural practice.

Originality of the thesis

I confirm that the thesis is my own work; and that all published or other sources of
material consulted have been acknowledged in notes to the text or the bibliography.

I confirm that the thesis has not been submitted for a comparable academic award.

I confirm that the thesis has been submitted for the Degree of Doctor of Philosophy
from the University of Central Lancashire 30 June 2012.

1 Trotsky, Leon: The Social Roots and Social Function of Literature
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Preamble

A study of how football has been represented in the arts over a distinct historical
time does not provide some fixed route through which the history of football can be
analysed. However, without an understanding of history, particularly social history,
it would be difficult, if not impossible to understand both the development of art and
football. An understanding of the social, political and economic processes that
change society is, therefore, essential if sense is to be made of the varied visual
representations of football that the thesis will assess. For this reason each chapter of
the thesis will be prefaced with an historical overview of society and the broad
developments that affected both art and football in the period covered by each
chapter. Such an approach will prepare a strong foundation from which to discuss
the artwork both as individual pieces and/or as a body or collection of work.
Throughout the thesis there will be an emphasis upon both football and art being
part of the material world and therefore, a social historical analysis of both is

essential, if we are to understand the cultural representation of football in art.

The thesis shows that at each stage of the game’s development football has been
reflected in fine art. Representation of football in art, prior to its codification in 1863,
initially showed the popular and unorganised state of the game. In the Victorian and
Edwardian periods representations of football in art are overwhelmingly found in
popular art, which in turn, with some minor exceptions, reflect the amateur roots
and ethos of football. A comparison with European art would show that on the
continent artists were in advance of British artists in depicting modern football as a
game of the modern town or city in this period. In the interwar years fine art

interpretations by British artists of the game to some extent caught up with their
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European counterparts with an infusion of modernist posters that were
commissioned by London Transport. However, in this period European artists,
under the radical impulse of Dada and Constructivism, revolutionised the way
football was presented in art by using football as a metaphor to explore social and
political concerns about society. It would be the 1990s before British artists adopted
such an approach in a widespread manner. In the post 1945 period football in art has
become evermore prominent. Initially, the Football Association, as part of its
ninetieth anniversary celebrations, commissioned a major exhibition that toured
Britain from November 1953 to December of the following year. The emphasis
throughout the exhibition was on realist interpretations of the game: on the football
stadium and on fans going to the match. In this respect the exhibition reflected the
phase the game was passing through in the immediate post war period. Since the
exhibition football has changed radically, the image of the professional footballer,
who previously had a similar lifestyle to the football fan, passed in 1961 following
the abolition of the maximum wage. In the modern era football has seeped into the
pores of all sectors of society, it is no longer a game that reflects the life of the white
working-class male. Issues of race and identity, the celebrity in modern society all
find an echo in the modern football stadium, on the field of play and in the daily
discourse of the sports pages in newspapers which football dominates. All of these
issues are also found in the work of a growing number of artists many of whom use

football as a metaphor for wider cultural issues in society.

A central aim of the thesis is to argue that fine art representations of football in art
should be considered as a distinct genre, or more accurately a sub-genre within art.
There are many examples where art trends, or the work of particular artists, have

become regarded as distinct fields of work that are best regarded as a collective body
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of work. An example can be found in sport with images of hunting with dogs,

horseracing and coursing, which are usually referred to as British Sporting Art.

It will be argued that there is enough football related art, which has accumulated
over hundreds of years, for it to be considered a distinct genre, or sub genre, within
art. There are significant items of football related artwork in national institutions
such as Tate Britain and the National Portrait Gallery and in regional galleries such
as the Walker Art Gallery, Liverpool and the Manchester Art Gallery. Moreover,
bodies such as the National Football Museum, the Priory Collection and Professional
Footballers” Association all have significant collections of football art. The work in
these collections has not, to date, been studied academically or commented upon by

art critics to any great extent.

The work brought together in this thesis will provide an archive for future scholars
to draw upon. Having the work discussed as a sub-genre within art will also assist
the study of football in art and how this facilitates our understanding of an

important cultural pursuit.

The Thesis Is Structured as Follows

Chapters 1 and 2: Introduction

The introduction of the thesis will look in detail at art theory alongside the problems
associated with art history. Art historians have developed a myriad of theoretical
approaches and have developed a complexity of language that often serves to

confuse rather than provide clarity. It is beyond the scope of the thesis to unravel this
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complexity, but the introduction will introduce the concept of social art history, an
art theory underpinned by the work of Timothy Clarke, and explain why this
methodology is the most appropriate when assessing representations of football in
art. It stresses that while art can be aesthetically appreciated it is also culturally

determined and produced by artists who live in a material world.

The introduction will also explore the problem of working in two diverse cultural
fields: one that is regarded as high culture, the other as a low form of culture by the
elite in society. An essential aspect of the introduction will be the discussion around
the traditions of English art and to what extent, or otherwise, football art can be

considered a part of this tradition.

The introduction will also explore the concept of genre within art and ask the
question, and attempt to answer, whether football painting can be considered as a

distinct art genre, or more accurately a sub genre.

Lastly, the literature review will assess the diverse literature on culture, art and
football and will explain how the diversity of reading has facilitated the
development of the theoretical and historical concepts that have been developed

throughout the thesis.

Chapter 3: Football Art Origins-1918

Chapter three will provide a summary of football in art prior to the founding of the

Football Association in 1863. Most of these depictions locate football in a rural setting

being played on undefined playing areas by people in everyday dress. Some show
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that football was popular within the military during the Napoleonic era, an
interesting fact given that sport has remained popular in the armed forces in the
modern period.! The period between 1863-1914 shows that images of football are
mostly found in popular art in the form of painted postcards, engravings and
cartoons. However, prior to the war some established artists such as Duncan Grant
began to use sport and football in their work. This trend was most pronounced in
Europe, especially among artists whose work was influenced by modernist
movements such as Cubism, Fauvism and Futurism. Also, prior to WW1 football
was becoming more prominent in visual culture, it was increasingly used to promote
products and commodities as well as public transport. This trend reflected the
growing importance of football in society, which by now had a mass following,

particularly in working-class areas.

There are also significant pieces of football art and paintings that show football being

played at base camps from the war period, most notably John Singer Sargent’s Gassed.

Chapter 4: Football Art 1918-1945

In this period key artists such as Paul Nash and CRW Nevinson produced important
works of art relating to football, an indication that football was deepening its cultural
impact in society. Also, Lowry began to emerge as an important artist, a significant
development as in this period he produced several paintings that placed football in
the context of northern industrial towns and cities. Lowry was the first northern

English artist of note to look at leisure and its importance to society.

1 For sport and the military see Mason, Tony & Riedi, Eliza: Sport and the Military: The British Armed
Forces 1880-1960.
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In the interwar years London Transport commissioned artists to design posters with
a view to promoting use of the network. Among this body of work there are a
significant number of posters aimed at football supporters. Moreover, from 1923
onwards, when the Empire Stadium, Wembley, was opened annual posters
advertising the FA Cup Final were produced. Linked to this body of work are the
linocuts produced by the Claude Flight school of artists. The group produced a fine
body of sport related work including some important football images by Sybil

Andrews and Cyril Power.

During this period as football became commonplace throughout Europe several
artists and art movements took a keen interest in football, among them Rodchencko
and Baumeister, who were associated with Constructivism and Dada respectively.
Other artists such as Leger used sport in their work. Much of his work attempts to

show that man can be reconciled with the machine.

The chapter will conclude by looking at the limited amount of football paintings that

were produced during World War Two.

Chapter 5: Football Art 1945-1960

The main focus of this chapter will be on the landmark Football and the Fine Arts
competition overseen by the Arts Council. An exhibition of the work was first shown
in London followed by a national tour, which saw the work being exhibited at
regional galleries. The art competition formed part of the celebrations for the
nineteieth anniversary of the Football Association, both the Arts Council and the FA

invited artists to submit work to a panel of judges. From 1,700 entries a panel of
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judges selected over 150 works. The exhibition has since become a benchmark for
artists who use football in their work. Much of the work selected for the exhibition
was embedded in realism although there were several modernist pieces that used
more abstract techniques. This is interesting as during the 1950s artists associated
with Pop Art began to incorporate images of football, and other aspects of popular
culture, into their work. Football was becoming more than a sport in this period, it
was increasingly seen as part of popular culture - a significant development that

grew apace from the 1960s onwards.

A comparative look at European art will reveal that, unlike earlier periods, British

artists were increasingly taking more of an interest in sport and popular culture.

Chapter 6: Football Art 1960-2010

The counter-culture that emerged in the 1960s had a profound effect upon football
and football crowds. Moreover, football players such as George Best increasingly put
football on the front page of newspapers in general and the tabloid press in
particular. Another major change was the increasing coverage of football on
television. These factors helped to change the profile of football, as well as attract a
new layer of football fans outside of its traditional working-class base. This broad
outline goes someway to explaining why in this period art and artists, as well as

academics, began to seek out football for subject matter.

Moreover, in this period, as Britain’s economic problems became more acute, large-

scale unemployment re-emerged for the first time since the 1930s. One outcome of
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this was that many young people became alienated from society, a factor that
contributed to the rise of hooliganism in society in general as well as in football. The
fragmentation of social and economic cohesion also coincided with the rise of racial
attacks by far right-wing groups such as the National Front. This in turn raised
questions about Englishness and British identity, issues that have also found their

reflection in football.

All of these complex factors resulted in artists often using football as a focus for their
work. Pop artists such as Peter Blake and Nigel Henderson used materials from the
advertising world, popular culture and the mass media to reveal the significance and
dominance of material goods in a consumer driven society. They included aspects of

football in their work.

Advertisers have used artists from the earliest days of football but now it is artists
who are interpreting and often being critical of the commodification of football.
Independent of multi-national companies artists have tackled the increasing
commodification of football in an overt way, Freddy Contretras and Leo Fitzmaurice

are just two examples of this.

Artists have also used their work as a platform for exploring issues around identity
and race in contemporary society. The work of Lubaina Himid is important here.
Also, in this period football became entwined with celebrity culture, a subject that
has been covered exceptionally well by numerous artists such Michael ] Browne and

the Singh Twins.
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In this period there were numerous exhibitions of football art, in Britain and in
Europe, that covered many of the themes outlined above. An assessment of these

exhibitions will demonstrate that football is now an important sub-genre in art

Chapter Seven: Conclusion

The conclusion will evaluate the outcomes of the thesis in the context of the aims set
out in the introduction. It will identify the limitations of the research: due to huge
amount of work that is now being produced by contemporary artists only a small
sample of this artwork could be assessed. Suggestions for further research will also

be provided.
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Introduction (part one)

This thesis forms a study of the representation of football in fine art. The main focus
throughout the thesis will be upon English football and how English artists have
represented it in fine art. The thesis will also consider to what extent or otherwise football
art stands in the tradition of English art. Where relevant, and with a view to highlighting the
different approaches by artists, a comparison with European art and how European artists
have approached football in their work will be made.! Sports and pastimes practised by
ordinary people have long been of interest to visual artists. From Ancient Greece through to
medieval times images of ball games have survived. Likewise from the Renaissance through
to the 1860s, prior to football becoming governed by the Football Association, there are also
numerous images of football being played in rural and urban settings. Football expanded
rapidly following the establishment of the Football Association in 1863 and by the mid-1880s
it was developing into a mass spectator sport, particularly in the north of England. Parallel
to the development of the game visual representations of football also expanded rapidly in
the form of popular art: these included mass-produced images of football painted by
professional artists and distributed by postcard proprietors. Also, engravings and
lithographic impressions of football became increasingly featured in periodicals such as The
Graphic, The lllustrated London News and The Illustrated Sporting and Dramatic News.” The
development of lithography in the early nineteenth century enabled ‘art to illustrate

everyday life” and once the technique could ‘keep apace with printing’ images of everyday

1 England is, of course, geographically a part of Europe but its art tradition is very different to that of European
art - indeed different nations within Europe have distinct art traditions. However, to avoid confusion
English/British art will be treated as a distinct category from European art throughout the thesis. Where overlaps
or influences between the two traditions occur this will be highlighted in the commentary at each juncture.
Likewise it is sometimes hard to distinguish between what is English and what is British art, at times an artist can
be both. Turner, for example, is sometimes referred to as an English landscape artist yet when it comes to his
Scottish scenes he becomes a British artist. At times, therefore, the terms English Art and British Art become
interchangeable.

2 The French academic Chazaud, Pierre, Art et Football, has described this as popular art. Although written by an

academic, the publication is a catalogue for the football art exhibition that was shown during the 1998 World Cup
in France.
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life could be readily produced in the aforementioned illustrated journals.3 These early
representations of football are significant in that, prior to mass-produced photography,
which began to appear in newspapers from 1903, they provide sports historians with the
first visual impressions of how and where football was played as it emerged from a game,
predominately played at public schools, into a sport organised by the Football Association

and the Football League.

Even though the game was expanding rapidly in the late nineteenth century fine artists,
generally speaking, working to fulfil individual commissions in this period tended to ignore
football, although there are several extant examples that show football was represented in
the arts in this period. One such example is a fine painting by Thomas Hemy of a match
between Sunderland and Aston Villa at Newcastle Road, Sunderland in 1895.4 However, it
would be the modern era of the game, which for the purposes of this thesis is defined as the
start of the English Premier League in 1992, before a significant number of artists took up
football as subject matter for their work. Once again there are several exceptions to this
assertion, most notably L.S. Lowry, who produced a consistent body of work showing
football in society, mostly of people outside a football ground or of spectators going to or
coming from the match, from the 1920s through to the 1960s. Other notable artists who
produced football related artwork prior to the modern period are Paul Nash, CRW

Nevinson, Sybil Andrews, Carel Weight, Cecil Beaton, Nigel Henderson and Peter Blake.5

3 Benjamin, Walter. “The Work of Art in the Age of Mechanical Reproduction” (published in Frascina and
Harrison Modern Art and Modernism.)

4 The Hemy painting was featured in a Guardian article, 27 August 2010, under the heading: Is this the painting
that wins England the World Cup Finals? Apparently members of the FIFA selection committee were impressed by
the painting which hangs in the foyer of Sunderland’s modern day ground the Stadium of Light. The painting

will be discussed in more detail in chapter three.

5 The work of these artists will be discussed below in chapters 3,4, 5 and 6 of the thesis.
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Taking a wide view of football related art from Ancient Greek times to the modern day there
are no academic analyses of this body of work. There are focused studies on aspects of this
work most notably John Hughson’s recent article that focuses upon Nevinson’s Any Wintry
Afternoon, the present author’s article on the 1953 Football and the Fine Arts exhibition and an
overview of football art in the FIFA centennial book, written by four leading sports

historians.6

Hypothesis and Research Questions

This thesis is a study of artistic representations of football with an emphasis on the way
artists have presented football to the art world and the wider public since 1863. The research
underpinning this thesis stemmed from the hypothesis that British art and sports historians,
as well as present day art curators, have largely ignored football painting despite the fact, as

indicated above, that a significant, body of work does exist.

The research questions devised to test this hypothesis, as well as placing the art in a wider

social, historical and cultural context, are as follows:

i. To what extent, and how effectively, has football been
represented by the visual arts?

ii. Do artistic representations of football provide us with a visual
means of further understanding the cultural, social, political and

historical development of the game?

6 The literature review in chapter two will assess Hughson’s article and the FIFA Centennial book in more detail.
My article ‘Football and the Fine Art: The Football Association Art Competition and Exhibition 1953’ can be
found in, Hill, Jeff, Moore, Kevin and Wood, Jason. Sport, History and Heritage: An investigation into the Public
Representation of Sport.
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iii. ~To what extent do such images reflect the aesthetic qualities of
football?

iv.  Can artistic representations of football be defined as a genre of
painting? If so, to what extent does the genre of football art sit

within the traditions of British Art?

The thesis is concerned with how football has been represented by artists whether they are
artists who are considered good by the art establishment or not - indeed many of the artists
featured in the thesis are not highly regarded by the art establishment. The reasons for this
are outside the scope of the thesis but it is worth noting that Collingwood asserted many
years ago that: “To call things bad or good is to imply failure.”” Much of the football art
discussed in the thesis has been roundly condemned by the art establishment, particularly
art curators, and is considered as a failure in art terms. This is of little concern to my overall
analysis, which will focus on the significance of the art in relation to what it reveals about
the cultural phenomenon of football and cultural issues associated with football. The main
area of interest of the thesis involves a connection between the second and fourth research
questions outlined above. That is to say, the thesis is concerned with looking into how
football has been represented within English painting in a way that is relevant to our
understanding of the cultural, social, political and historical development of the game.
Football has been discussed by many academic writers, ranging across history to cultural
studies as a key element of ‘everyday life’ in England, and the various paintings of football
within English art, in their distinctive ways, have captured this essence. Indeed, it is argued
that this artwork constitutes a body of work that can be described as a genre to be known as
football art. Questions about the perceived quality of artworks do not so much prevail in the

thesis, rather emphasis and interest is placed on which paintings fit into the genre of football

7 Collingwood, R.G: The Principles of Art, page 280.
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art and why and how they do so. Such is the on-going conversation between questions two
and four above. Furthermore, if it can be accepted that football art constitutes a genre
within English art, it is then necessary to attempt to locate that genre within the broader
historical scheme of English art. The thesis will, therefore, also involve the undertaking of

such a mapping exercise.

Methodologies

Problems of Art History

Art history is a complex academic discipline, a complexity that is reinforced by the different
theoretical approaches to the subject taken by academics, many of whom seem to delight in
using impenetrable language. To underline these complexities in the approach to art history
a recent book by Michael Hatt has used 17 different art history theories to analyse a single
painting, Picasso's Les Demoiselles d' Avignon.8 While such an approach is laudable, because of
its attention to detail, it is beyond the scope of this thesis. A more manageable approach is
provided in Eric Fernie’s book, Art History and its Methods, which contains a glossary of
concepts that defines art history ‘as the historical study of those made objects which are
presumed to have visual content.” He extends the definition by detailing four overlapping

approaches to the subject that in summary are as follows:

1. Investigation of available written documents relating to the artwork;
2. Investigation of the object, purpose of the object, its visual form and its

pictorial tradition;

8 Hatt, M: Art History, a critical introduction to its methods (Manchester University Press, 2006)
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3. The social context of the object including an examination of the
conditions of its production and reception;

4. An assessment of the ideological relevance contained in the object and
what sociological or political theories are wused to support

interpretation.?

While all of these approaches are useful when analysing art, points three and four seem
particularly relevant to the connection between art history and sports history. The related
approach of the notable art historian T.J. Clark has been particularly useful in steering
thoughts about the enquiry undertaken in this thesis.1® Clark’s approach to art history, a
method he calls social art history, seems the most appropriate research method for the

purposes of my research. For Clark the strengths of social art history are:

That it makes its analogies specific and overt: however crude the equations I
mentioned, they represent some kind of advance on the language of formal
analysis, just because they make their prejudices clear. Flirting with hidden
analogies is worse than working openly with inelegant ones, precisely because
the latter can be criticised directly.!!
Clark stands in the tradition of the art historian Frederick Antal who in the post-war period
asked the question why is it that some art historians have tended ‘to put a brake upon the
efforts to broaden art history by the study of social history?’12 Although this has begun to
change, most art histories still tend to focus upon temporal periods of art without

considering the social and economic period under which the art in question was produced.

But as Antal has noted, as long ago as the nineteenth century, the art for art’s sake school of

9 Fernie, Eric (ed): Art History and its Methods, a critical anthology pp326-327.
10 Fernie indicates that Clark puts stress on these methods in his work.
11 Clark, T.J: Image of the People: Gustave Courbet and the 1848 Revolution, page 11.

12 Antal, F: ‘Remarks on the Method of Art History” page 75.
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art theory was rejected by Ruskin who ‘was stimulated in the consequence by his study of

art to a thorough study of social structure and social economy."13

Throughout the thesis I will approach the analysis of the artwork from the standpoint of
Antal and Clark. It is important to stress, however, that art does not provide some fixed
visual route through which history can be explored. It provides more of a cultural
impression through its visual representation. As such, the history of football cannot be
unearthed from the many thousands of art and visual images of the game. To produce
reliable or sound history the historian draws upon a multitude of sources when researching
historical periods and art is one source that contributes to the historical record. While it is
also important to remember that “the specific interest of the visual arts is visual...and one of
the art historians specific facilities is to find words to indicate the character of” a painting. It
is also worth considering:

That what a work of art means is determined by what it is possible that it means,

and to enquire into the determination on meaning and expression is therefore to

enquire into real possible causes - to do some historical work...Claims about

what a picture expresses are no more than autobiographical statements unless

they are claims about how the picture was produced.4
Therefore, it is essential that the art historian understands how:

The artist responds to the values and ideas of the artistic community, which in

turn are altered by changes in the general values and ideas of society, which in

turn are determined by historical conditions. For example, Courbet is

influenced by Realism which is influenced by Positivism which is the product of

Capitalist Materialism.1>

Likewise artists discussed in this thesis have all been influenced by capitalist society, a

society that has produced the global game of football. Moreover, in the modern era art has

13 ibid.

14 Baxandall, M: “The Language of Art History” page 455 and Baldwin, Michael, Harrison, Charles and Ramsden,
Mel: “Art History, Art Criticism and Explanation” (in Fernie) page 268 emphasis in the original.

15 Clark, T.J: “On the Social History of Art’ (in Frascina and Harrison) page 250. As Clark points out in his piece
on the social history of art the nouns in the sentence are important but ‘it is the verbs which are the matter.’
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increasingly focused upon certain aspects of football, such as issues around the
commodification of sport, to show how globalisation is impacting upon popular cultural

practice as well as issues of class, race and identity.

Social Art History and its Methods

As indicated above my approach to analysing artworks will be rooted in social art history as
opposed to a static formal analysis approach. The latter focuses upon describing a painting
and places emphasis on the form and style of a painting. The former utilises formal analysis
but extends the analysis by asking what message, what societal issues does the artwork in
question reveal? Such a method will facilitate a deeper analysis of the artwork. In essence a
social history approach to art argues that its styles and modes are sourced from the material
world, a world that is interpreted by the artist who in turn is a product of the material
world. Important too is the way the artwork is viewed and interpreted by those who receive
it and how this determines its cultural status. The methodological approach in the thesis
stands in contradiction to Clive Bell who argued that:

To appreciate a work of art we need bring with us nothing from life, no

knowledge of its ideas and affairs, no familiarity with its emotions. Art

transports us from the world of man's activity to a world of aesthetic exaltation.

For a moment we are shut off from human interests; our anticipations and

memories are arrested; we are lifted above the stream of life.16
Bell treats ‘aesthetic experience as something natural rather than as something culturally
determined, that as something dependent on knowledge and reflection.”’” Bell seems to

suggest that art has an independent history, independent from the material world. Clark has

commented that ‘the unconscious is nothing but its conscious representation.” 18 A work of

16 Bell, Clive: Art (unpaginated eBook Project Gutenberg, 2005).
17 Fernie, page 259.

18 Clark, T.J: “The Conditions of Artistic Creation’(in Fernie) page 252.
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art may seem to have no connection with life or the real world, but the reality of the
situation is that the work in question has been produced by an artist who is a person who
not only exists in society but is formed by a society which is shaped by economic, social and
political forces. Art historians and academics ranging from Arnold Hauser to Nicos
Hadjinicolaou from John Berger to Janet Wolff have argued that art and culture should be
assessed and analysed in their ‘social and economic” setting in order to attain an adequate
understanding and analysis.? Throughout the thesis a social historical approach to art will
regard aesthetic experience as a ‘cultural category” and not a ‘natural category” and that
aesthetic experience ‘cannot be independent of knowledge, reflection, thought or interest.’20
The aesthetic of football has been captured by Richard Holt who describes the beauty of the
game as follows:

The perfect pass that suddenly switches the play from end to end, the shuffle

and swerve that turns a defence and sends a winger away with the time to cross

to a centreforward tearing past the marker... In the end these movements are

instinctive and aesthetic, beyond social and historical analysis.2!
Clearly, from Holt’s description football does have aesthetic qualities, but our
understanding of these qualities are rooted in an historical understanding of the game: a
game that has evolved from a sport based on dribbling to one that became more focused on
the passing game. The passing game did not replace the skills of the individual but has
incorporated them into the wider aspects of the needs of the team and the need to play as a
team. The movements made by a player may seem instinctive, but they are in essence rooted

in how that player has assimilated aspects of the game as a child, as a young player and in

the coaching and training methods employed by his coaches.

19 Wolff, Janet: The Social Production of Art page 28. See also Hauser, Arnold: The Social History of Art; Berger,
John: The Moment of Cubism and other Essays and Hadjinicolaou, Nicos: ‘Art History and Class Struggle’ (in
Frascina, Francis and Harrison, Charles)

20 Baldwin, M, Harrison, C & Ramsden, M: ‘Art History, Art Criticism and Explanation” (in Fernie) page 264.
Emphasis in the original.

21 Holt, R: Sport and the British page 165. Also, cited in Hughson, John: ‘Sport and the British and British Cultural
Studies.”
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As with football, the methods of social art history argue that art is something produced in
society by an artist whose social and cultural outlook is shaped by society, not independent
of it. For art historians and critics such as Bell, what an artist produces is not necessarily
culturally determined but is a natural consequence of the artist’s ability. This ability
somehow comes from the inner self when in reality ‘the individual is a social being” whose
material output in the form of art or other cultural activities stem from the individual being
part of and formed by the material world.2?2 In Marxist terms the views of Bell contribute to
an idealist view of art and the artist and stands in conflict to the methods of social art

history.

This begs the question: if art is rooted in the material world, does this mean that art is an
ideological tool used by a particular class? According to Clark:
A work of art may have ideology (in other words, those ideas, images and
values which are generally accepted, dominant) as its material, but it works that
material; it gives a new form and at certain moments that new form is in itself a
subversion of ideology.?
Marxism is often accused of being a determinist philosophy but Clark, who is a Marxist,
does not accept such a proposition. Yes, there is a dominant ideology in society, in this
instance capitalist society, but culture can be a force to subvert or mask cultural dominance.
Like Engels, Clark rejects the formula that upon the base the superstructure is built and that
there is no interaction between the two. In a letter to Joseph Bloch, Engels made this clear:
According to the materialist conception of history, the ultimately determining
factor in history is the production and reproduction of real life. Neither Marx
nor I have ever asserted more than this. Hence if somebody twists this into

saying that the economic factor is the only determining one, he transforms that
proposition into a meaningless, abstract, absurd phrase.2*

22 See Marx and Engels: Economic and Philosophical Manuscripts. Emphasis in the original.
23 Clark (in Frascina and Harrison) page 253.

24 Marx and Engels: Selected Correspondence page 394, emphasis in the original.
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Ideology may have its roots in economic relations but cultural pastimes that emerge from
economic relations in turn influence the base. Thus the relationship between art and society
and the ideologies inherent in art are dialectical, dialectical in the sense that they not only
interact upon one another but in that manner they subvert the ideological process and can
change that ideological message. Likewise, Wolff, basing her argument on the early works of
Marx and Engels, argues that: “Thought and consciousness originate in material activity and

human capacity to reflect on such activity.”?>

Like Marx and Engels, Wolff situates art and culture in the material world but in essence
recognises that man’s social interaction also impacts upon the base. Engels’ language makes
it clear that the economic base is the ultimate determining factor, but he also explains in the
same letter that there is an interaction between the base and superstructure. T.J. Clark,
although his language is somewhat elliptical, seems to be making the same point outlined
above, namely that the artist who produces a work of art is not immune from cultural
pressures and that ideologies do have material and other causes that enable the dominant
ideology, the ideology of the dominant class, to be the dominant ideas. However, art in this
instance is a special case in that it works, or manipulates, ideological pressures. Thus it
would seem that art can attain a degree of autonomy, to be able to rise above the mundane
and resist the ideological pressures, at least to some extent. Trotsky also expressed this idea,
that art and the artist can obtain some degree of autonomy from the economic base. He
argued that art, within certain limits, develops in accordance with its own laws but that, in
the final outcome, culture is bound to the material world. 26 Although ideologies are
‘operative within social practices’ relative autonomy from the economic base applies to all

cultural pursuits and football is no exception: this is a problematic concept, a concept that

25 Wolff op cit page 51.

26 See Trotsky’s: Literature and Revolution particularly chapter 8 ‘Revolutionary and Socialist Art’.
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will need continual attention throughout the thesis. In the literature review below I will

assess how social, sports and cultural historians have approached this problem.2”

A social history approach to art, even when not strictly Marxist, engenders an
understanding that art is rooted in the material world. It facilitates analyses of artworks
because it does not separate the artist, or the work of the artist, from that world. Such an
approach examines art as a social object and considers under what conditions of production
it was produced. It locates the work in an historical timeframe; likewise it seeks an

understanding of the ideological references contained in the work, intended or otherwise.

In conclusion, social art history regards art as a social activity through which artists raise
concerns, consciously or otherwise, in their work about society. Coincidentally, football is a
social activity that impacts upon society and is increasingly providing subject matter for a
growing number of artists. How and why art and artists are turning towards football for
subject matter, and to what extent art can help us understand the cultural and historical
significance of football, forms an integral part of the thesis. According to David Inglis and
John Hughson we can learn a lot about art by looking at society, likewise by looking at
society we can learn about the social conditions under which particular artworks were
produced. The social context of art is important as this enables us to look at the social
relationships that are associated with producing art, as well as the role of gallery owners and
curators, for example. Such a broad approach enables us to see how art functions in our

society.’28

27 Sumner, Colin Reading Ideologies page 209. Sumner argues that all social practice is relatively autonomous but
within social practice ideologies of the dominant class will always in the end assert themselves. See pp. 209-215
for his analysis of ideology with social practices.

28 Inglis, David & Hughson, John: Ways of Seeing page 1
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High and Low Culture

The thesis will also explore the problem of working in two distinct cultural fields one which
is generally regarded as ‘high” culture the other as a ‘low” cultural form. It will be essential
from the outset to establish how the thesis will link these diverse cultural pursuits. The
division between high arts, great artists and lesser arts and artists can be traced back to the
Renaissance and is linked to the concept of the artist as an individual genius.?® This was also
linked to the increasing division of labour, which was a product of the development of
mechanised production, something that has grown with increasing rapidity since the
Industrial Revolution, which is generally regarded as commencing in the second half of the
eighteenth century.® The increasing division of labour de-skilled many former highly skilled
trades such as weaving as well as numerous wood and metal trades. In this situation the
person with the scarcest skills became not only highly regarded in society but also very well
paid. Among this layer of workers was the artist who would generally be in a position to
attract the highest rewards because high art skills were extremely rare. Using the method of
social art history the analysis will regard the artist, as well as the hero worshipped
footballer, as a skilled worker and not as an individual genius.3! Over the course of the last
25 years modern artists have increasingly been attracted to presentations of football in their
work. This is partly explained by the increasing commodification of art, likewise football has
become a highly marketed world commodity that is traded with ever-greater intensity. This

situation is well summarised by Frederic Jameson:

What has happened is that aesthetic production today has become integrated
into commodity production generally: the frantic economic urgency of
producing fresh waves of ever more novel-seeming goods (from clothing to
aeroplanes), at ever greater rates of turnover, now assigns an increasingly

29 Wolff op cit page 17.
30 See among others Hobsbawm, Eric: Industry and Empire.

31 Among others see Janet Wolff. For the footballer as a hero the work of Holt and Hughson are invaluable. For
art and celebrity see Walker, John: Art and Celebrity.
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essential structural function and position to aesthetic innovation and
experimentation.32
This is not to argue a postmodernist position that seems to indicate that all culture is
simulacra; that culture has merged into one great whole. There still exists distinct cultural
practice but culture is increasingly linked to consumption and is becoming increasingly a

part of commodity production, as recognised by Walter Benjamin in the 1930s.33

In such a situation it is not surprising that so-called high and low cultures have converged as
their commodity value has increased. Art Monthly offered an explanation, when reviewing
the 1996 Offside exhibition of football art, as to why artists had found football a suitable
subject for their work:

All kinds of people, including artists, take an interest in football yet it is perhaps

only in recent years that it has been possible for artists confidently to include

the game in the subjects of their work. There would have been a time when this

exhibition, if it happened at all, would likely have taken an oppositional stance

to the game and the (male) myopia for which it is meant to stand. Current art

discourse is less antagonistic towards aspects of a more general culture and the

game itself has come a long way in shrugging off the dark atmosphere of

violence which surrounded it during the 1970s and the early “80s.34
Football provides some of the most powerful metaphors available and artists are
increasingly using its social and cultural significance to source ideas for their work. It now
has a significant following from people who hitherto had what were considered ‘elite’
cultural tastes. In the past the cultural elite, if they followed sport at all, would usually be

associated with golf, tennis and cricket. Indeed such people would be members of exlusive

clubs associated with these sports. These were places of middle and upper class affluence

32 Jameson, F: Postmodernism or, the Cultural Logic of Late Capitalism, page 7. See also Frow, John Cultural Studies &
Cultural Value

33 Benjamin, Walter: Illuminations. See the literature review below for more on the relevance of Benjamin’s work
to the thesis.

34 Art Monthly July / August 1996. The Offside exhibition will be discussed in chapter six.
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where business was often conducted as an adjunct to the sport.35 In football’s modern period
many such people have become attracted to football both as a source for entertainment and
as a place where business can be done in an executive box. This has resulted in football now
being accepted by sections of the population that had hitherto, by and large, ignored the
game. This has also coincided with mass television coverage on satellite and terrestrial TV,
along with the increasing commodification of sport. This is not to say that football is a
classless sport in some sort of postmodernist world. On the contrary, the class division
inside elite football clubs and grounds has become more pronounced with the development
of designated executive boxes. Purveyors of ‘high’ culture may now occupy a seat in a
stadium that has historically been a venue for popular or ‘low’ cultural pastimes but they do
so on their own class terms. Many artists have seen a market here and have adapted their

work accordingly .36

Traditions within English Art

According to Roy Strong, even though England was the first industrial nation and that over
80 per-cent of its present day population live in towns and cities, “urban life forms no part of
the iconography of England’.3” It is often assumed that there is a strong tradition of
landscape art in Britain, a tradition that painters often resort to during times of national
crises.’ Andrew Graham-Dixon has challenged this:

The notion that there has been a great British tradition of landscape painting is,

in fact a twentieth century concoction. There was no landscape painting of note

whatsoever in Britain in the seventeenth century. There was not much
landscape painting of quality in the eighteenth century, with the exception of

35 See Holt, R: ‘Golf and the English suburb: Class and Gender in a London Club, ¢.1890-¢.1960.

36 Interviews conducted with contemporary artists will go some way to confirming that some artists have seen a
market for their work in football. Also, James Huntington-Whiteley has held several successful sales of football
art at his Cork Street gallery in London. These trends in the art market will be explored further in chapter six.

37 Strong, Roy: Visions of England page 10

38 See Spalding: British Art Since 1900, which is discussed in chapter four of the thesis.
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Richard Wilson, much influenced as he was by Claude, and a few

watercolourists. There was little landscape art of great merit in the nineteenth

century, apart from Turner (who did not consider himself a landscape painter at

all), that of Constable (who considered himself anything but a mere painter of

landscapes) and the devout fidelities of the Pre-Raphaelites.3?
Landscape painting emerged in the eighteenth century when the landowning aristocracy
commissioned artists to paint their vast estates. It is a genre that has produced great art from
the likes of Gainsborough, Constable and Turner. Although Strong, in his search of English
identity, which he maintains was first fully defined during the reign of Elizabeth I, refers to
such artists he fails to show the link between patronage of the arts and how the economic
and political power of the aristocracy is revealed in landscape art of the eighteenth and
nineteenth centuries. 40 Moreover, it is wrong to suppose that the development of art and

culture is an unbroken chain, that landscape inspired art is somehow the only form from

which we can determine the nature of England.

What Strong also chooses to ignore is that the English landscape is manmade, largely
framed out of the land enclosures of the eighteenth and nineteenth centuries. Enclosure was
a necessary adjunct to industrial capitalism: innovation in farming techniques enabled
cultivation of large areas while in the new industrial towns of the north a supply of labour
was needed to run the steam-powered mills, labour that largely came from people being
driven off the land by the ever-growing power of the English aristocracy. Strong’s view is
typical of the English privileged elite who often refer to the rural landscape ‘south of the
Thames’ as a metaphor for an imagined England.#! An England that was swept aside across
much of the midlands and the north by the Industrial Revolution and replaced by the

dominance of the satanic mills, as depicted by novelists such as Dickens and Mrs Gaskell,

39 Graham-Dixon, Andrew: A History of British Art page 218.
40 Strong, op cit pp.28-29.

41 ibid page 4.
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who are largely ignored by Strong. In general, there are not many people in Strong’s book,
those that do exist are aristocratic landowners such as Mr Andrews.#2 Gainsborough’s
portrait of Mr and Mrs Andrews has a sporting context of course: the former is holding a
gun and he has a hound by his side, this reminds us that the landed aristocracy of the
eighteenth century were very keen on field sports. Moreover, artists such as Stubbs were
engaged to paint the rewards of landownership, which included fine racehorses and large
packs of hounds. The wealth that provided the wherewithal, the land, forms the background
for such paintings. Strong fails to see that Mr and Mrs Andrews and the work of Stubbs are
reminders that, prior to the 1832 Reform Act, political and social authority in England rested
with the landed aristocracy. However, Strong’s book does not engage with the subject
matter in this way, he chooses instead to reinforce the English conceit that the culture of
England, the English way of life, not only emerged in the south but was developed by the
farsighted middle-class, who like the landed aristocracy before them, have helped to
preserve the ancient landscape of England. A landscape, according to Strong, that has
shaped English identity. It is a view that ignores the significance of urban society to the
development of England as a nation: a view that largely ignores the midlands and the north
of England, the birthplace of professional football and the fulcrum for other forms of

popular culture such as popular music.43

To confine one’s view of English identity to rural landscape art ignores the fact that artists

such as Joseph Wright of Derby, Holman Hunt, Ford Maddox Brown and art groups such as

42 A point made by Terry Eagleton in his review of Strong’s book in The Guardian 1 July 2011.

43 See Helsinger, Elizabeth: ‘“Turner and the Representation of England’ (In Mitchell, W.].T. Landscape and Power)
pp 103-126. The conceit of English identity being formed in the south of the country is not confined to landscape
art. One needs to look no further than Blake’s Jerusalem, which many people want as an English national anthem
hence it is linked to English identity when the poem is really about the struggle for human identity in a world
where the landscape is being urbanised at a rapid pace.
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the Camden Town Group and Euston Road School have shown that England has a fine art
tradition that is rooted in urban society. 4 This work:
...for all its drabness does go to the heart of a distinctively British twentieth
century aesthetic. The mood of the unswept street, the spirit of the abandoned
car park at night, the milieu of the overflowing urinal or the uncomfortable,
unmodernised football stadium through which a cold wind blows - the British
take a grim, stoical, self-flagellatory pride in such things.45
Interestingly, an art historian refers to the unmodernised football stadium, a scene that was
graphically captured by Lowry and several other artists who entered work in the Football and

the Fine Arts exhibition of 1953. This body of urban based art, largely ignored by art

historians, reveals a different view of Britain to the one portrayed by the likes of Roy Strong.

Nikolaus Pevsner’s Reith Lectures from 1955 explored the Englishness of English Art. From
the outset Pevsner posed two questions, the first asked: ‘Is it desirable to stress a national
point of view so much in appreciating works of art and architecture?” The second asked: ‘Is
there such a thing as a fixed or almost fixed national character?” Pevsner answered yes to
both questions.*¢ In his lecture Pevsner noted that when it came to landscape art: “in the
Romantic Age, it was England that led Europe away from the landscape arranged with
carefully disposed masses and towards the atmospheric landscape.” Art of the Romantic
period forms part of the English tradition in art, and in poetry, but it was not an unchanging
tradition or the only tradition. In the same lecture Pevsner also talks about other artists and

the diversity of English art:

44 See Klingender, Francis Art and the Industrial Revolution for the impact of urban society upon art. Klingender
also argues that engineering drawings, drawing of bridges and the early railway system should also be regarded
as art. Such an approach reinforces the point that an understanding of English identity cannot be constrained in
the way Strong seeks to do.

45 Graham-Dixon op cit page 220-221.
46 A transcript of the lecture is available as a PDF from

http:/ /downloads.bbc.co.uk/rmhttp/radio4/transcripts/1955_reith1l.pdf. The BBC has also made all seven
lectures available on line: http:/ /www.bbc.co.uk/programmes/p00h9llv.
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But now to return to their Englishness as it appears in their art: Blake’s Britain is
a dim, druidical Albion; Hogarth’s is the noise and bustle of London;
Constable’s is the English countryside, and more specifically the Suffolk
countryside where he grew up, the son of a miller. There his art, as he said so
truly, “is to be found under every hedge, and in every lane’. So is Hogarth’s
under every pub-sign and in every alleyway of London.#”
Pevsner does not dismiss the significance of landscape art in framing the tradition of English
art but he places it in the wider context of other artists who painted different scenes, places
and subject matter. This is something that Strong fails to do when he in effect dismisses the

significance of urban scenes in the tradition of English art. What Pevsner and Strong do have

in common is that they do not look at art in the context of class society.

Terry Eagleton makes the point that the countryside became timeless when it started to
shrink under the impact of urbanisation.® This perhaps explains the contemporary
popularity of Webster’s painting Football which was shown at the Royal Academy in 1839, as
it depicts a disappearing age.*® Paintings that predate the development of football as a
codified sport often place the sport in a rural setting but from the late nineteenth century
onwards football painting is rooted in urbanism and industrialism. Like the manmade
landscapes of rural England, the urban environment has created artificial, manmade,
urbanscapes. Included in these urban scenes are the cultural and social landscapes of sport,
which include manicured fields and large sporting stadiums.®® An understanding of
landscape art is important to an understanding of English art in general, but to separate it

off from urban art would only result in a partial understanding of the history of art. Turner’s

47 Pevsner Reith Lecture six. Transcript is available at:
http:/ /downloads.bbc.co.uk/rmhttp/radio4/transcripts/1955_reith6.pdf.

48 See Strong book review The Guardian 1 July 2011.

49 For the popularity shown towards Webster’s work see The Literary Gazette and The Journal the Belle Lettres No.
1167 1 June 1839, page 348.

50 See Bale, John: Landscapes of Modern Sport pp10-15 and chapter three for a stimulating discussion re sporting
landscapes in urban areas.
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work, for example, often shows the ‘old England and new England’ combined in a single
painting.5! For example, Rain, Steam Speed (1844) shows Brunel’s great bridge in a landscape
setting, but the train is heading towards London the largest urban settlement in the world in
this period. An earlier painting by Turner, Newcastle-upon-Tyne (1823) reveals a small city
with people sitting on the undeveloped banks of the river. But a closer look reveals keels
carrying coal, a colliery wheel and a sky heavily affected by the industrial pollution of the
time. These paintings, along with work by the likes of John Martin, show that landscape art
of the nineteenth century was affected by the industrial revolution and that urban life does

form a part of the iconography of England.>2

British art has not been immune from the influences of great art movements, such as Cubism
and Constructivism, of the twentieth century. In the interwar years many artists used
geometric or abstract forms in a more dynamic way; several used modern techniques to get
across the movement of a sporting contest. All painters have had to contend with the
contradiction that the flat canvas exists in a three-dimensional world and have adopted
techniques to overcome this problem of representation. Likewise, football is played on a flat
surface but in the real world it is a surface that facilitates the movement of players,
movement when considered in isolation can be abstract in concept. As more and more artists
began to incorporate football into their work during the interwar years they tried to get
across the excitement, the tension and movement of the game onto a two-dimensional
surface. To achieve this they used a mixture of traditional and modernist techniques. Artists
such as Sybil Andrews, CRW Nevinson and Paul Nash displayed such influences in their
football related work. During the 1930s there was a revival of realism in English art a trend
that continued in the post-World War Two period. Unlike the interwar years most of the

football art produced in the immediate post-war period was done in the style of realism.

51 Klingender page 90.

52 For art and the industrial revolution see Klingender op cit.
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There are political debates that abound about realism and abstract art that relate back to the
Cold War. Art critics such as Lukacs and Berger, who were associated with the Communist
Party in this period, promoted the Social Realist genre of art advocated in the Soviet Union.
For Lukacs, realism demonstrates a ‘truthful reflection of reality.” A contrasting ideology
associated with abstract art was supported by the West, particularly in the United States. 3
In essence a ‘love of art’ for its own sake was associated with a ‘love of freedom.’5* Social
Realist influences can be found in much of the artwork that was accepted for the Football and
the Fine Arts exhibition of 1953 and in subsequent art exhibitions of football.5> There are also
examples of British artists using abstract forms in their football related work. To what extent
artists used social realism and abstract forms in their work will be analysed in more detail in

chapters three, four, five and six of the thesis.

This section has shown that British art cannot be placed in a singular bracket or confined to a
particular tradition. Like all art, British art has a multitude of influences and artists draw
upon all aspects of the real world for subject matter. Picasso, commenting upon how artists
source material for their work made the point: “The artist is a receptacle for emotions that
come from all over the place; from the sky; from the earth; from a scrap of paper; from a
passing shape; from a spider’s web.’56 In other words, ideas for art are drawn from the world
around him. Apparently, in describing Constable’s work, William Blake exclaimed: ‘Why,

this is not drawing but inspiration.”s” In short, there is a tradition of English art but, as

53 Steyn, Juliet: ‘Realism versus Realism in British Art of the 1950s’. Berger, John: Ways of Seeing. Berger, John: Art
and Revolution. Lukacs, G: The Meaning of Contemporary Realism.

54 Berger, John: “Art and Property Now” (in The Moment of Cubism and Other Essays) page 48.

55 The Football and the Fine Arts exhibition of 1953 was a touring exhibition sponsored by the Football
Association and the Arts Council with the distinct aim of promoting football painting. Over 1,700 works of art
were submitted to the panel (see below for details), of these at least 152 were chosen for the exhibition.

56 Cited by Mervyn Levy page 12 Paintings by L.S. Lowry.

57 Cited in Pevsner Reith Lecture number 6.
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Pevsner has indicated, it is a tradition undergoing constant change and it is very hard to

define or pin down.

Football Paintings as a Genre

Historians, sociologists, cultural theorists and other academic disciplines favour
categorisation. History, for example is divided between ancient and modern periods. While
sociology spins off into sub-disciplinary areas such as the sociology of education and the
sociology of the family. The sociology of sport, and cultural studies is riven by theoretical
categories such as culturalism, postmodernism and post-structuralism. One of the first
academic disciplines to have categories was art. In the seventeenth century the French Royal
Academy codified five genres, or categories, of painting. These were, in order of importance:
history, portrait, genre, landscape and still life. In this period the humanism of the
Renaissance still dominated the thinking of the art world; it was considered that humans
were the highest measure of all things in life. For this reason history and portrait painting
were the most important genres as the human form was the main focus of such art. The two
lowest categories were landscape and still life, precisely because the human form was not
present in the subject matter. The third category, genre painting, is the category that is of
most interest in determining whether football painting should be codified as a distinct genre
or category. Before defining ‘genre painting’ it is worth tracing the roots of the word genre.
The origin of the word is derived from the French collective noun for people les gens.> In art
the term ‘genre painting’ describes art ‘that takes everyday life as its subject matter’.

Interestingly, in French the phrase used to describe such painting is tableaux des genres

58 Lambourne, Lionel: Victorian Genre Painting (HMSO 1982) page 6.
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literally “pictures of the people” or the “portrayal of scenes from ordinary life, often with a

narrative or anecdotal element.”> According to one key source genre paintings are:
Paintings of subjects from everyday life, usually small in scale. Developed
particularly in Holland in the seventeenth century, most typically with scenes of
peasant life or drinking in taverns. In Britain Hogarth's Modern Moral Subjects
were a special kind of genre, in their frankness and often biting social satire.
Simpler genre painting emerged in the later eighteenth century in for example
G Morland, H Morland, and Wheatley. [Genre painting] became hugely
popular in the Victorian age following the success of brilliantly skilled but
deeply sentimental work of Wilkie. Genre painting is one of the five genres, or
types of painting, established in the seventeenth century.60

A key phrase in this quote relates to Hogarth whose work was a “special kind of genre.” Thus

an authority as influential as the Tate is prepared to accept that there can be a genre within

genre: that the work of a single artist can be regarded as a special genre.

Hogarth’s work is a devastating commentary on London life during a period of rapid
expansion in trade during the eighteenth century. The wealth that was being made through
cities such as London was used to buy and develop huge landed estates in the eighteenth
century. Many of these landowners commissioned artists to paint landscapes of their
holdings to hang on the walls of their huge mansions. As indicated above, landscape
painting was not favoured by connoisseurs in the seventeenth century, while key portraiture
artists such as Joshua Reynolds regarded it a low form of painting.6? However, during the
eighteenth century the nature of landscape painting began to change: landowners
increasingly commissioned artists to include, not only the vastness of their land and their
mansions, but to show the animals that they used for their sporting pastimes such as
hunting, and the growing sport of horseracing, in the landscape. The key artist who

transformed landscape painting in such forms was George Stubbs, whose work was highly

59 ibid page 6 and Brigstocke, H: The Oxford Companion to Western Art (Oxford University Press 2001)
page 274.

60 Tate web site: http:/ /www.tate.org.uk/collections/ glossary / definition.jsp?entryld=333.

61 Bowes Museum: http:/ /www.thebowesmuseum.org.uk/exhibitions %20and %20events/ exhibitions/225/.
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regarded by the Royal Academy. In this period the Royal Academy was the arbiter of what

was good, bad or indifferent in art.

Landscape painting showing animals was the subject of an excellent exhibition at Bowes
Museum in 2010 called British Sporting Art. The brief for the exhibition was clear that
sporting art was a distinct genre:
British Sporting Art, will explore the genre of Sporting Art in Britain, from
horseracing and hunting to boxing, football and cricket.
Central to the theme of the exhibition, which will include works by George
Stubbs, Sir Alfred Munnings and George Morland, is John Bowes, the founder
of the Museum and the first man to lift the renowned Triple Crown. Inspired by
Bowes’ love for horseracing and its importance to the story behind The Bowes
Museum, this exhibition will explore his prolific racing career and the wider
genre of Sporting Art.
The branch of painting, which has come to be known as British Sporting Art,
was at its height during the 18th Century, when horseracing fervour swept the
nation. It was a golden age for sporting artists, the most famous of which was
Stubbs, with an urge to immortalise winners on canvas. Despite it being rejected
by connoisseurs as a low form of art, and by Sir Joshua Reynolds as genre
painting, Stubbs was a significant presence at the Royal Academy annual
exhibitions, to huge critical acclaim.62
Here again an important cultural institution has little trouble in bringing together a body of
subject related work under a distinct genre, namely sporting art. Moreover, there are several

books relating to sporting art, among them British Sporting Pictures by Guy Paget, that freely

refer to sporting art as a distinct genre.?

Lastly, in 1977 the British Sporting Art Trust, which has its own collection of sporting art,
was established. It works closely with institutions such as the Bowes Museum to promote,

not only their own collection, but also to facilitate exhibitions around the subject of sporting

62 ibid Bowes Museum web site. The Triple Crown referred to is associated with horseracing not rugby and is
made up of the three Classic Races: the 2,000 Guineas; the Derby and the St Ledger. Since Bowes’ success only 14
racehorse owners have achieved the Triple Crown in the same season.

63 Paget, G: British Sporting Pictures. Other sources for British Sporting Art include: Layfield, Laura: British
Sporting Art; Sparrow, Walter Shaw: British Sporting Artists: From Barlow to Herring; The Arts Council: British
Sporting Painting, 1650-1850; Goldman, Paul: Sporting Life: An Anthology of British Sporting Prints; Neville, Ralph:
Old Sporting Prints.
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art. As well as animal and blood sports their collection includes pugilist painting which they
regard as part of the tradition of British Sporting Art. Pugilism, of course, re-emerged in the
eighteenth century and developed into a distinct sporting pastime of the aristocracy,

although it also had support among all classes.

Conclusion

As indicated above, genre within art is a term that relates to painting about everyday life.
Hunting and shooting as part of the everyday life of the upper classes has acquired
classification within a genre known as ‘sporting art’. Paintings about football have not
acquired genre status by becoming known as football art, but this has more to do with the
lingering of class prejudice within the art world than with the applicability of such titling.
When reviewing an exhibition of football related art at the Manchester Art Gallery in 1966 to
coincide with the FIFA World Cup Finals being held in England, M.G. McNay of The
Guardian was so impressed by the art on display to write, ‘looking at this exhibition it is clear
football painting is a genre, and as such should not be judged simply on its painterly
qualities. The best of the work combines the virtues of art with enthusiasm for the game’.
This thesis supports this view and adds emphasis to the entitlement of ‘football art’ to genre
status being dependent on football’s paramountcy within the ‘everyday life” of the English
working class from the late 1800s to the present day. The painters who have chosen to
represent football within their artistic practice have, in one way or another, negotiated this
cultural reality. It will be argued that prior to 1992 the body of football related art was not
vast but it has a connected significance, a significance that is better understood if the works
are collectively regarded as constituting a genre over time. Recognising a genre of English
‘football art” allows for the necessary points of connection to be drawn between the handful
of works from the past depicting football and those of more recent years, irrespective of the

changing styles of painting deployed. The discussion of relevant paintings across the
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various chapters will also reveal how connecting them within a genre to be known as football
art expands the parameters, albeit modestly, of English art history. The next chapter furthers
the discussion of the reception and interpretation of art as a lead into a review of literature

relevant to the analysis of football art.
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Introduction (part two)

How Art is Received and Interpreted:

How art is viewed