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Editors’ Introduction

Dana Arnold and David Peters Corbett

A Companion to British Art: 1600 to the Present is a

collection of new essays  written by leading scholars in the

field. Over the past two decades, British art of the

eighteenth, nineteenth, and twentieth centuries has been

one of the most lively and innovative areas of art-historical

study. A series of important  monographs, essay collections,

exhibitions, and articles has expanded and  deepened our

understanding of British art of these centuries, raising it

from an undertaught and understudied aspect of the history

of art to one that is  increasingly on syllabuses for

undergraduate and MA students. This growth in scholarly

depth and interest has made it important to provide a

working collection for teachers and their students as an

introduction to the field. This book is therefore offered as a

text that can be used in multiple ways to approach the rich

and varied material of British art.

A word about the nature of the book and how it is

organized. The volume concentrates on painting for reasons

of space. The reader will find there is some reference to

architecture but little to sculpture or graphic art. It is

emphatically not a survey and does not attempt to review or

cover the whole  history of art in Britain. Even if that were

possible, we do not think it would be desirable to  provide

some information about everything at the expense of

detailed study of nothing. Instead, the volume is designed

for a different task, one that seems to us to be much more

important and timely. The book is a selection of substantial

essays – partly reporting on existing scholarship and the

state of the field, partly original research – which have been


