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The timetable for forthcoming Bulletins is as
follows:
Bulletin 29: Publication mid November
Deadline for copy 1 October 1987
Bulletin 30: Publication mid February
Deadline for copy 31 December 1987
Bulletin 31: Publication mid July
Deadline for copy 31 May 1988
The Editor would like to express heartfelt thanks
to Flavia Swann for her kind and patient advice
during the period in which the editorial duties
were handed over.
There has been some debate as to whether there
should be four editions of the Bulletin published
per year. In order to achieve this, much more
material would need to be generated and further
contributions from the membership would be most
welcome. Certainly it would be relevant to focus
attention on the current issues affecting all aspects
of the profession.

ii. Paintings and English Heritage

PhilIis Rogers

iii. What does the Museum House really say?

Prof Donald Home

iv. Constructing a Past

David De Haan, Curator of Art, Ironbridge Gorge
Museum
Artistic licence can spoil a painting. That is, if
you want to rely on it as historic evidence. But
where there is a sufficiently large quantity of
works on the same subject, the law of averages
offers some surprising revelations. Views of the
famous Iron Bridge suggest clues as to its methods
of construction, interpretation of surviving ancient
monuments benefits from a detailed study of
artists' works about them. This paper looked at
art as a means to construct a past.
Design before 1851

Organiser Charles SaumaresSmith

Subscription rates
From the Chair:
i. Problems of Design Analysis: A Case Study
The Association is happy to announce to members Simon Jervis (Victoria and Albert Museum)
that subscription rates for those resident in Britain A discussion of design for secretaries produced in
will remain unchanged for 1988. This means that
Augsburg in about 1760 by Franz-Xaver
the cost of membership and the price of Art
History has been maintained at the same relatively Habermann, their form, function and significance.
low level for some consecutive years. The overseas ii. Design for Mass-Production in Eighteenth
subscription rate is to be raised to £25.00 to help
Century Britain
cover the substantial costs of air-mail postage. It
John Styles (Bath University)
is likely that the British membership subscription
Existing literature on the history of design has
will have to be raised in 1989 and we trust that
chosen largely to ignore the period before the
members will, appreciating the fact that we have
entrenchment of factory production in certain
kept it at the same level for so long, understand
limited sectors of British manufacturing during the
the necessity for this.
first half of the nineteenth century. Work by
economic and social historians on seventeenth and
eighteenth century manufacturing has increasingly
emphasised the importance, before the coming of
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the factory, of large firms producing consumer
goods for distant markets, using hand techniques
and
often
organised
under
the
putting-out
system.
Art and Tradition
Such
enterprises
had
to
confront
many
of
the
Artefacts as History
problems
of
product
design
and
production
Organiser Tom Gretton
scheduling
that
have
conventionally
been
i. The House Beautiful: Restoring Leighton House associated with factory production. At the same
as a Document of the Aesthetic Taste
time,
their
reliance
on
dispersed,
domestic
wage
Stephen Jones, Leighton House Museum
labour
threw
up
problems
of
workforce
The problems and importance of restoring a
supervision
and
training
that
were
distinct
from
historic interior as a document of taste were
those
associated
with
centralised
production.
The
discussed in this paper. The role of such
paper
examined
the
considerations
which
shaped
reconstruction in interpreting the museum to its
the
design
choices
made
by
such
enterprises
and
public were examined. In the case of Leighton
the
difficulties
they
faced
by
implementing
those
House this involves the attempt to restore the
choices.
interior so that it reflects the artist's taste in the
same way as the paintings do.

iii. 'Let Artisans Teach their Sons Crafts: Design
Education and British Industry before 1851

Toshio Kusamitsu (Sophia University, Tokyo)

In the second quarter of the nineteenth century,
there existed a strong concern with the promotion
of the standard of British design. It was the
period when the institutional foundation of British
design education was laid, but the progress was
not straightforward. The problems facing the
educationalists at that time are still relevant to the
present lack of interest and support from
industrialists. The paper tried to analyse the
climate of early design education and to show the
sprouts of its future development.

iii. Tura's 'An Allegorical Figure': The
Application of Technology to an Art Historical
Problem

Jill Dunkerton (Conservation Dept., National
Gallery London)

The recent cleaning of Cosimo Tura's 'An
Allegorical Figure' in the National Gallery has
revealed that the appearance of the painting had
been greatly distorted by old restoration and by
layers of discoloured and deliberately toned
varnish applied in the nineteenth century. During
the treatment a detailed examination of the work
was made using many of the photographic and
scientific methods described by the first speaker.
'An Allegorical Figure' is of great technical
interest as it was pointed during the period when
Technology and the Art Historian
Italian painters were modifying their technique
Organisers David Bomford, Jill Dunkerton and
from traditional egg tempera to oil painting
Caroline Elam
methods probably introduced from Northern
i. Technology and the Art Historian
Europe. Examination by X-radiography, infra-red
David Bomford (Conversation Dept., National
photography and reflectography and the study of
Gallery London)
cross-sections made from paint samples have also
It is, of course, well-known that technology can
shown that Tura's painting has been altered and
assist in providing answers to some of the
reworked to an extent unusual in the fifteenth
questions that Art Historians pose. Questions of
authenticity, attribution, dating and technique, as century. It is hoped that when the technical
information gained about the National Gallery
well as evaluation of condition and conservation
panel can be compared with similar information
treatments are now routinely considered with the
on other paintings thought to be part of the same
aid of a variety of analytical methods.
series,
it
may
be
possible
to
resolve
some
of
the
As well as describing some of the achievements problems concerning their iconography and
of technology in the examination of paintings, this provenance.
session also pointed out its limitations and
speculated briefly on how much further it might
be expected to develop.
iv. From Earth to Air, Tone & Colour in Monet
ii. History of Art and Technology of Art

Richard Hearn (Post-Graduate Student in History
and Theory of Art, Sussex University)

Dr John House & Dr Ashok Roy (Scientific Dept.,
National Gallery London)

This paper examined 4 paintings in the National
Gallery, London.
The technical analysis of cultural artefacts is a by- (1) Bathers at La Grenouillere
product of conservation science, therefore any
(2) River Scene
study of the technology of art depends on the
(3) Gare Saint-Lazare
technology of conservation science. However,
(4) Water-Lilies
technical analyses are not enough and cannot be
taken at face value by the art historian. A
PATRONS AND ADVISERS, RENAISSANCE
technology, whether technology of art or
AND BAROQUE
technology of conservation science, is a cognitive
Organiser Clare Robertson
system and a socio-cultural product whose
i. The Mechanics of Patronage at the Court of
ramifications render any strictly scientific account Galeazzo Maria Sforza, 1466-1476
almost anecdotal.
Evelyn Samuels Welch
The subject of this paper was to give an account The fifteenth century Duchy of Milan was a large,
of some of the socio-cultural factors which
wealthy and powerful state where a wellstructure and direct the course of the scientific *
established administrative structure existed for tne
analysis of cultural objects. It is necessary, if not delegation of authority and execution of orders.
essential, for the art historian to be aware of these This chain of command was used whether the
factors in order to see the potential and limits of
Duke wanted to introduce a new tax or build a
technical analyses for the study of art history.
new chapel. Galeazzo Maria Sforza, the fifth
Some of the factors considered here were among Duke of Milan, commissioned numerous works of
art and architecture. A generalized and simplified
others, the production, channeling and
scheme can be drawn showing how his patronage
dissemination of technical analyses through
was executed: The Duke rarely dealt with his
conservation literature, the methodological and
interdisciplinary time lags between the fields of art artists directly relying instead on the services of
three members of his administration, the
history and conservation science, as well as the
commissario sopra li provisione ducale and two
question of the rising status of the conservation
secretaries. The Duke would decide on an artistic
scientist.
project, draw up a programme when necessary,
and order his staff to arrange and oversee the
execution. His usual concern was for appropriate
decorations produced as quickly and as cheaply as
possible. Galeazzo Maria's secretaries or
commissario would then choose the artists by
competetive bid, examine and decide on designs.

argue over expenses, provide materials and arrange
for payment.
What impact did this process of patronage
through a third party have on the finished work
of art? Did the results reflect the patron's original
intentions or the influence and impact of the men
who actually arranged for its production? Could
Galeazzo Maria's secretaries be considered artistic
'advisors'? Two examples of chapel decoration
from Galeazzo Maria's court demonstrated the
difficulties in answering these questions. This
evidence showed that although the patron usually
operated through a member of the court his taste
and interests were well defined. His administrators
and artists knew what would and would not
appeal to their patron. The secretaries had great
control over the commissions, particularly through
the choice of the artist! But the chosen painters
were expected to conform to the prevailing
conservation taste of the Sforza court. Galeazzo
Maria was not interested in acquiring a work
representative of a specific artist's style. He
wanted a work that represented his image of
courtly decoration. His 'advisors' did not
determine that style, they were intermediaries who
acted for him. Therefore, despite the lack of
immediate control by the patron in this fifteenth
century court, he still determined the finished
product.

churches. This paper looked at two of the main
functions that such altarpieces were expected by
their donors to fulfil: 1. that of meeting the
devotional needs of the confraternity's members;
and 2. that of comparing favourably with
altarpieces commissioned by the confraternity's
most conspicuous rivals. The paper also attempted
to assess how far these patronal expectations may
have influenced the form and content of the
resulting works of art.

iv. Painting and Patronage in Bergamo 1510-1525
David Oldfield
Patricians in Bergamo showed little interest in
painting before 1510. Their needs were satisfied by
the occasional altarpiece and fresco by regional
painters such as Ambrogio Bergognone of Milan
and the local artist Jacopo Scipioni. The lack of
demand meant that many native artists left the
Bergamask region in search of work elsewhere in
Italy. Several well-known artists from Bergamask
families worked in Venice, including the painters
Andrea Previtali, Palma Vecchio and Giovanni
Cariani and the architects Mauro Coducci and
Bartolomeo Bon.
The different attitude in Bergamo towards
painting was radically changed by the return of
Andrea Previtali in 1512 and the arrival of
Lorenzo Lotto in 1513. Their stay in Bergamo was
surprisingly long. There was suddenly enough
ii. The Taste and Patronal Influence of Piero 'The demand to keep Lotto in Bergamo until December
1525 and Prevital' until his death in November
Gouty' De'Medici
1528. A keen interest in their art was displayed
Francis Ames-Lewis
during their first years in Bergamo. Between 1512
Conclusions which can reasonably be drawn from
a review of the fragmentary records of Piero 'The and 1516 Lotto received commissions for at least
six paintings while Previtali had at least four
Gouty' de'Medici's conduct as an art patron
commissions, including three altarpieces. An
suggest that it was not the influence of advisers
unusual feature of this new interest in painting is
but rather characteristics of his own taste which
that it coincided with the League of Cambrai wars
affected the practice of artists who worked to his
commission. From consideration of the cappelle in (1509-1516) which had a disastrous effect on the
political, social and economic life of Bergamo.
S. Miniato al Monte and SS. Annunziata, it may
be possible to deduce that the means adopted by
An explanation of this increase in patronage in
Piero de'Medici to demonstrate 'magnificence' in
adverse conditions requires a look at Count
architectural patronage correspond with the artistic Alessandro Martinengo-Colleoni's commission of
tastes discernible from the documents. These
c.1512 of the high altarpiece in S. Stefano,
deductions will be applied in analyses of private
Bergamo, one of the largest altarpieces ever
works in the new Palazzo Medici for which he
undertaken in Lombardy. Considerable respect for
was, or appears to have been, responsible as
artistic talent is apparent in this commission and it
patron. Some of these, like the Altarpiece for the
contributed to the elevated status of Lotto and
Cappella Medici, show iconographical invention
Previtali in Bergamo which did much to create a
which reflects specifically Medicean interests, but
demand for their work. Other examples of the
Piero de'Medici's influence was primarily in
relationship between patron and painter were
stylistic innovation. This paper sought to show
examined to demonstrate the change in the style,
that the responses of his painters to his imposed
shape, type and subject of paintings in Bergamo
artistic taste resulted in expansion of the range of
between 1510 and 1525.
technical practice and of stylistic conventions
available to, and exploited by, mid-quatrrocento
v.
Fiorenza
in
Gloria;
Borghini,
Vasari
and
the
Florentine painters.
Representation of Cosimo I De'Medici
Rick Scorza
iii. 'Competitive Devotions: The Venetian Scuole
The aim of this paper was to examine how
Piccole as Donors of Altarpieces in the years
Borghini and Vasari sought to represent their
around 1500'
patron, Vodimo I de'Medici, and to determine the
Peter Humfrey
precise extent of the Duke's involvement in
formulating his own public image. I concentrated
As patrons of art, the Venetian devotional
on two very different schemes dating from the
confraternities, or scuole piccole, are associated
chiefly with the narrative cycles that some of them mid-1560's: the Sala Grande and the 1565
Apparato. The first comprises history paintings in
commissioned for their meeting-houses. But it is
the gran maniera showing significant events from
arguable that they are actually much more
Florentine history, while in the second project
significant for the quantity and quality of the
historie are combined with colossal statues,
altarpieces that they commissioned for Venetian

medallions and imprese to extol Cosimo's
achievements in propagandist terms. We saw how
both schemes were composed with the prime
objective of producing works of art that were
appropriate to their respective contexts, and that
would convey their significati clearly and
unambiguously. Moreover Vasari and Borghini
were particularly concerned that the resultant
works should be beautiful to look at, and that
their sheer magnificence should impress visiting
dignitaries. The paper will draw attention to how
they achieved this.
The scheme for the Sala Grande, Cosimo's
audience chamber, evolved through trial and error.
On matters of be/lezza the Duke had total
confidence in Vasari, but we saw how his frequent
interventions during the formulation of the
programme were motivated by his desire that the
subjects should uphold the city's glory, and stress
his personal contribution to the creation of a
territorial state with Florence as its capital. By
contrast the programme for the Apparato was
tightly conceived from the start, and here the
relationship between artist, patron and adviser
underwent a change. Cosimo came to accept that
Vasari and Borghini knew how best to present
him, and gave them free rein to do virtually
whatever they wanted: this set the pattern for their
subsequent collaboration on Medici projects. The
paper determined how this situation came about,
and the discussion concluded with Vasari's
representation of his patron in the central tondo
of the Sala Grande's vault, the so-called
Apotheosis of Cosimo. This is hardly an
appropriate title, since the Duke was very much
alive when the picture was executed. The paper
shed light on the precise meaning of this visually
stunning image which is quite unprecedented in
Florentine monumental art, and whose significato
can be fully understood in the light of Borghini's
panegyric of 1565.

ii. the Architect as Team Leader: Theories from
Chamers to Ruskin

Brian Hanson

The architect's traditional stance as leader of the
building community and interpreter of the values
of society at large, is based on a claim to have a
comprehensive knowledge of both these spheres.
In England the professional architect emerged
during a period of profound structural change in
building and in English society. Consequently,
between 1750 and 1850 a number of theories were
propounded by architects and others as to how, in
the face of such changes, the knowledge necessary
to the architect could be acquired.
I discussed some of these theories, and showed
how architectural historians looking at this period
have tended to favour the knowledge born of
artistic detachment over that derived from
involvement.

iii. Women Working Together: Community Action
and Architecture

Lynne Walker and George Baker

Many women in Britain today are actively
involved in a range of activities and positive
initiatives related to architecture. They participate
in the creation of the built environment through
the design process as architects, planners,
engineers and designers and contribute to its
production as builders, construction workers, and,
most numerously, as consumers of architecture,
users of the buildings and the spaces around them.
However, as feminist architects have pointed out,
women who use buildings rarely have control or
understanding of their production. Therefore,
central to feminist architectural practice is the
attempt to overcome this imbalance by powersharing between architects and clients.
Feminist architects chose to work with women
whose interests are not normally represented in the
design process — ethnic minorities, disabled and
working class groups — to provide building types
which are intended specifically to serve these
COMMUNITY ARCHITECTURE AND THE
groups needs, for instance, health centres,
CONSTRUCTION OF ARCHITECTURAL
nurseries and training centres. Feminist
HISTORY
architectural co-operatives, such as Matrix, Mitra
Organisers (Louise Burning and Jules Lubbock)
and the Women's Design Service, work collectively
i. Public Protest and the Origin of the London
and challenge conventional design philosophy
Square
which they see as failing to promote women's
Jules Lubbock
interests and needs. They design buildings in
At the 1984 Inquiry into Peter Palumbo's
consultation with the women who will actually use
proposal for a new London Square and an office
tower designated by Mies van der Roche, a potent them (the user-group or user-clients, as they are
styled), instead of taking their brief from the
historical legend was deployed by Mr Palumbo
funding body. Through this collaborative process,
and his expert witnesses to justify his scheme on
the grounds that it would revive the great tradition the client-group and their architects share control
of London squares whose origin is supposed to lie and input into the buildings design.
in the fruitful cooperation between the 'patron'
This workshop presented the building history of
developer, the great architect and the state at
a women's project and consider the aims and
Covent Garden in the 1630s.
achievement of the feminist architects collective
and the women's community group who worked
GEORGIAN LONDON (1945) by Sir John
together to create it.
Summerson, himself a witness in 1984, gave
currency to this interpretation which seems to have
superceded an alternative account laying more
iv. Space, Time and Journalism: Who Pays for
stress upon the role of local public agitation in the the Record?
origin of the squares. This example was used to
Patrick Han nay
explore some of the uses and abuses of
The precipice over which architects and other
architectural history in environmental politics.
professionals look at the moment has a large
signboard hanging over it with the question 'Who
is my client?' the argument runs that a large part
of the current malaise has to do with totally

inadequate approaches to the process of design,
The ARCHITECTS JOURNAL has for over 80
years a tradition of record and independent
appraisal which seeks to pass on lessons from
experience. But this record is gathered inside a
definite financial equation of advertising revenue,
salaries and the costs of photography, drawings
and authors. Arguably this equation is inevitably
geared to the assessment of the final product, not
the process.
Assuming that the record and critique of process
is indeed critical at the present time we have other
problems as journalists: the record of process is
often not available, second, the time to recreate it
let alone to analyse it cannot be paid for, and
thir, the tyranny of democracy can make weekly
journalism of this kind impossible. Allied to this,
ironically, we are now operating in a climate
where for the architect 'product' has once again
become paramount. Does this explain the sparsity
of descriptions of process that have appeared in
the ten years since the A.J. first recorded the
SNAP project in 1977?

v. Lloyd's the Building: Functional as
Representation & Rhetoric

Brian Hatton

The new Lloyd's building in the City was
examined in order to find out how much its form
and appearance can be accounted for by the
ostensible rationales — mostly functionalist —
given publicly by its architects and commissioners,
and how much must be accounted for by the
inferrence of representational, rhetorical and
ideological factors behind its apparent
'transparency'. It was proposed, adducing
comparative historical material that very little of
the 'Baroque Functionalism' of Lloyds' can in fact
be understood without considerable ideological
interpolation, and that the building may be best
interpreted as the appropriation of a certain myth
of naturalism to serve as spectacular advertisement
for a resurgent, indeed 'counter reformation'
Capitalism.

vi. The Lloyd's Building and the Making of
History

Robert Thome

The Lloyd's Building in the City, opened last year,
provides a fascinating instance of an architectural
project presented as a textbook classic from the
moment of its completion. The process of 'earning
a place in history' was once taken to involve a
period of reflection and assessment but nowadays,
when history can be harnessed in so many ways,
the pace has considerably quickened. If a building
can acquire a historic status, not by waiting for
fifty years but on the day it is finished, its owners
can be doubly satisfied with their investment, for
history is a great promoter, and without further
effort the building and the organisation which it
houses can be sure of attention.
t
In my paper I considered the reputation of the
Lloyd's Building, and the way in which its design
has been presented as a historical product. By reexamining Lloyd's in the context of post-war
office building I hoped to establish an alternative
view of how the project took shape and what it is
intended to achieve.

CONDITIONS ARTISTS IMPOSE ON THEIR
PUBLIC

Organiser Michael Podro
i. Value and Imagination
John Nash

Although it is both small and inconspicuous,
Rembrandt's DEPOSITION (43, National Gallery,
London) has been esteemed by connoisseurs and
collectors including George III and Sir Joshua
Reynolds. Is the continued high value placed on
this work essentially the achievement of cultural
conformity or may it be identified with
characteristic imaginative structures of the work?
In this paper, I argued for the latter case, suggest
what those structures are and concluded that it is
on the continued rehearsal of such arguments that
the public perception and physical survival of
these works of art depends.

Respondent Anthony Hughes

ii. Print-Making Techniques Create Their Markets

David Landau

We may at first think of print-making as a mode
of representing works of art, of putting the real
work into circulation in an attenuated form. How
did the print itself become the work with its own
status and its own authority — in both senses we
might give to the term? There was a series of
techniques of print-making which gained this
status, and the question arose how far they are
comparable.

iii. Metaphor and Modernity: Russian
Constructivism

Briony Fer

This paper examined the role of metaphor within
Russian Constructivism. It dealt with the historical
dependence of Constructivism on language as a
model system and on Formalist theories
(Jakobson, Shklovskye). The discussion focussed
on the capacity of work by Rodchenko, Popova
and others to relate to scientific and industrial
realms through the use of technical metaphors.
iv. The Subject and Painting: Monet's 'Language
of the Sketch'

Ronald Berner

Discussion of Monet's art has always turned upon
a central notion of 'fidelity to nature', and that
debate has endlessly shuffled the antagonistic
terms of ebauche and tableau — the preliminary
sketch versus the finished picture. Throughout the
critical discourse during the painter's public
career, 'reality' or 'fidelity to nature' consistently
stood as the assumed but unspecifiable standard
by which evaluations of his work were made and
by which he was judged successful or
unsuccessful. This paper aimed to consider the
consistency and stability of Monet's earliest hostile
critics who were disturbed by a sense of the
inacheve, or incompleteness. For those critics the
problem is one of a demand for certainty,
resolvability and visual clarity in what is depicted,
and an incomprehension evoked by the pictures
themselves through the seeming insubstantial,
because unresolvable, form. They held up the
procedure of Monet's painting for critical
attention, or rather they were arrested by it, as
preventing their responses to nature, and in turn
held that Monet's procedure exhibits little
5

attention on the part of the painter, resulting in
something left unfinished. How, then, for those
critics, was the quality of things visually
experienced mobilized by a procedure of painting?
And, what kind of intelligibility was that
procedure meant to have. One way they tried to
think about the pictures was in terms of language,
and the metaphor they used to describe them was
a linguistic one which draws an analogy between
the seeing and marking within the repertoire of
Monet's painting procedure and that of the
relation between thinking and articulating thought
in sound or words, then the verdict became
'inarticulacy'. What I wanted to argue for here is
the way in which Monet's 'language of the sketch'
set the pitch by which the public was forced to
respond to him. Critics were simultaneously
affected by the 'stuff out of which the subject
arose as well as by the subject itself which was
articulated through the procedures of painting.
What the consistency in the critical commentary
about incompleteness reveals, then, is Monet's
controlling, challenging and modifying a familiar
sense of the subject and our dominant literal
interest in it.

Respondent John House
v. What concepts do we have of an Art?

A general open discussion of issues which have
arisen during the day.
THE SCULPTOR'S STUDIO: WORKSHOP

AND BUSINESS PRACTlCEiOrganiser,
Alison
Yarrington, University of Leicester
i. Late Medieval Workshops in England
Philip Lindley

This paper examined sculptural practices in late
medieval England, the extent to which complex
programmes of imagery were collaborative
enterprises, and the role the patron could play in
factors such as the selection of models and
determining the iconographic programme. The
paper focussed in particular on the chantry
chapels of Richard Beauchamp, Earl of Warwick,
henry V and Henry VII, and also looked at the
careers of the Massinghams, two of the bestdocumented sculptors of the period.

ii. Donatello's Studio

Charles A very

Interest in the day to day working practices of
sculptors has been growing steadily over the last
two decades in marble as well as bronze sculpture
the romantic notion of the 'autograph work' has
become increasingly suspect. The business-like
approaches of Canova and Thorvaldsen, Bernini
and Algardi, Giambologna and Verrocchio to the
task of satisfying their clientele have been
thoroughly investigated (Honour, Helsted,
Wittkower, Montague). In his sixth centenary
year, 1986/87, it is high time to examine
Donatello's studio practice and to remind fellow
students of the documented existence of still
shadowy figures around the constellation of
Donatello and his main partner for one decade
Michelozzo (for the legal duration of which
Lightbrown's recen monograph is exemplary).
Associates, who — had they been painters —
would have been household names to art
historians of the Italian Renaissance, are still

thought of as 'obscure': Maso di Bartolomeo, the
bronze foundryman (who has left a fascinating but
neglected Notebook for several decades of his life)
and Pagno di Lapo Portigiani, a marble carver,
are the two most prominent in the Florentine
ambiente; Giovanni da Pisa, Niccolo Pizzolo,
Urbano da Cortona, and ultimately Bellano, are
only the better known of many who are
documented as having worked with Donatello on
the bronze statuary and marble structures of the
High Altar for Sant' Antonio Padua and the
monument to Gattatnelata.

iii. The Studio of Louis Francois Roubiliac
1752-1762

Tessa Murdoch

This paper focussed on the evidence provided by
Roubiliac's ledgers at Drummond's Bank which
contain information on the sculptor's studio
assistants, the artistic and business circles in which
he moved and which give clues to the identity of
hitherto unnamed patrons. The sculptor's dealings
with his patrons were illustrated by surviving
documentary evidence for commissions undertaken
during his last decade.

iv. Thorvaldsen's Studio

Dyveke Helsted
v. The Sculptor as Soloist: Jacob Epstein
Evelyn Silber

On his first and last carvings — the eighteen over
lifesize figures for the BMA in 1907-8 and the
TUC War Memorial in 1956-7 — Epstein
employed assistants. Apart from this, whether
modelling or carving, he worked alone but for the
waste-moulder who cast the clay into plaster for
the foundry. As he never taught, his methods are
relatively little known. This paper explored his
working practice, drawing on the evidence of
photographs, unpublished correspondence,
interviews and the sculptor's autobiography.
vi. Antony Gormley led a discussion on
contemporary sculptural practice

vii. The Workshop of a Baroque Sculptor:
Between Tradition and Innovation

Konstanty

Kalinowski

DISPLAYING THE PAST

Organiser Malcolm Baker
i. Reading Museum Displays: Theories, Objects
and Contexts
Malcolm Baker (Victoria & Albert Museum)

The processes of forming a collection and
displaying it involve the arrangement of objects in
patterns or sequences. If these objects are from
the past, such arrangements involve certain
conceptual assumptions — whether consciously
articulated or not — that constitute ways of
constructing the past. This paper examined the
manner in which such 'constructions of the past'
may be translated into actuality through the
juxtaposition of objects and the structuring of
museum displays.
The variety of constructed patterns in which a
work may be placed by curators is exemplified by
the different ways in which an early 16th century
stone figure of St John has been presented since it
was acquired by the V & A in 1864; these are

contrasted with the evidence about its original
context and functions. This relationship between
an object's original context and functions and its
use within a museum setting is explored further by
a discussion of 18th century English portrait busts.
It was argued that the theoretical issues raised here
have considerable practical implications for the
way in which curators choose objects for display
and shape the underlying structure of their
galleries.
ii. Exhibitions and Interpretations

Alistair Smith (National Gallery, London)

The permanent display in an art gallery usually
presents the visitor with a
chronological/geographical arrangement. This talk
exemplified some National Gallery exhibitions
which have provided other methods of
interpretation, some historically based, (Tainting
in Context'), others distinctly non-historical ('The
Artist's Eye').
iii. Study Museums in Paris in the Nineteenth
Century

Paul Duro (Newcastle Polytechnic)

The study museums examined in this paper were
collections of, for the most part, casts of Antique
sculpture and painted copies of the Old Masters.
This paper sought to trace their history, from their
genesis in the revolutionary period, to their
eventual demise at the end of the nineteenth
century. Beyond this chronology, an outline of a
possible approach to understanding the nature and
function of these collections was attempted
through an examination of the writings and
opinions of those engaged in their creation. For
one thing is clear, there is a revealing hiatus
between theory and practice which severely
compromised their integrity.

v. Museums and the Display of Non-European
Artefacts: The Ethnographic Present and the
Artistic Past

D.A. Swallow (Victoria & Albert Museum)

The display of material from non-European
cultures in museums and galleries has typically
fallen into two major categories — one dealing
with so-called 'simple' or 'non-literate' societies,
the 'tribal' and 'peasant' societies that are the
preserve of social and cultural anthropologists and
are relegated to the ethnographic departments of
museums, and the other with the artistic traditions
of the non-European 'high' civilisations, which
take their place alongside their European
counterparts in our museums. In the former case
the emphasis is on the social and cultural context
of the artefacts, and the structural or functional
relationship between different aspects of the
culture, which is often, by implication, locked into
a timeless ethnographic present. In the latter case
more traditional concerns of art history and style
analysis are in evidence as the informing principles
of the display.
Recent exhibitions of non-European material
have however in interesting ways begun to reflect
the need, long recognised in associated academic
disciplines to adapt and draw together the two
approaches. Some of these were discussed.
vi. Painting as History

David Lowenthal, University College, London

Historical implications are embedded in
perceptions of paintings, however arranged or
displayed. The least knowledgeable of viewers is
bound to be conscious of such signs of age as
physical wear and tear, craquelure, frames and
materials now obsolete, subject matter embodying
scenery, artefacts or clothing of earlier times,
themes and genres once commonplace (Biblical
narrative, Classical mythology) but now rare, and
modes of representation (non-perspectival,
iv. Architectural Museums and their Rhetorical
Impressionist) recognizeably archaic or dated.
Strategies
Though few of these aspects of historical
Edward Kaufman (Columbia University, New
awareness bear on art-historical style in the
York)
accepted sense, all affect viewers' aesthetic
Curators have always sought strategies to control
responses to paintings.
and direct the tendency of objects in their care to
signify other objects or ideas outside the Museum,
'History' likewise enters into public
an artist's oeuvre, the art of an epoch, the
apprehension of many paintings via their
patronage of a class, the rise of civilisation. Some ostensible subject matter. Not only history
meanings must be suppressed, others encouraged.
paintings proper, but much of narrative and genre
The architectural museum provides an extreme
painting and portraiture, is comprehensible only in
case of such a tendency for objects to signify, for
the context of the historical events they portray or
the simple reason that buildings are so difficult to recall. Viewers glean additional historical
collect and display. From the beginning,
information, unconsciously provided by the
architectural collectors have channelled their
painter, from such attributes as the positioning of
acquisitive urges towards more readily collectable
subjects, gestures, deportment, and dress.
substitutes such as drawings, casts, fragments and
Several choices are open to exhibitors who seek
models. Thus they have habitually recognised the
to highlight only of these aspects of historical
distinction between objects they can and objects
awareness. One is arrangement in more or less
they cannot have and they have used the former
strict chronology; another is to reverse that
within the Museum primarily to represent the
sequence so as to emphasize current outcomes of
latter outside it. Even when architectural museums previous trends; a third is to focus on some
began during the late nineteenth century to collect
intermediate point of departure, linking a painting
and display entire buildings, this relationship
or a group of paintings to both precursors and
remained intact, for the exhibits were still
followers. Each choice promptes some and
interpreted as representations of larger or more
demotes other contexts.
abstract concepts.
But these options by no means exhaust what is
The present paper traced the shifting
historically germane about paintings. A whole
relationship between architecture inside and
cluster of events vitally affect both their creation
outside the museum and analysed the rhetorical
and subsequent careers. These include their
strategies which have directed it.
inception and construction; successive attributions,
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ownerships, prices, decay and restoration episodes,
loans and travels, positioning in galleries and
placement in storage; and popularity and fame
evidenced in reproductions, copying, fakes,
souvenirs, and visitor numbers. The painting's
own history may interest the viewer no less than
its stylistic historical context or the historical
content of its subject matter.
To show the history of what the painting is, as
well as what it is ostensibly about, involves a
demystification of aesthetic appreciation that goes
beyond the contextulizations now fashionable. It
might call for the display, side by side with the
painting itself, of photographs, drawings, and
verbal descriptions of its former states, its use in
souvenirs, advertisements, and performance arts,
copies and reproductions both whole and
fragmentary.
Finally something should represent what is
physically absent or unavailable because lost, on
loan, in storage, or held elsewhere. A Paris
exhibition of the early 1970s on the reconstitution
of fragmented works of art suggests some modes
of 'displaying' what is missing, yet matters
enormously.
The history of anything curators exhibit uoes
not terminate with the display. What the viewer
carries away in his mind's eye that comes to
suffuse his memory is of enduring importance. His
impressions and recollections are formed as much
from absences as presences, from fragments as
wholes, from historical reverberations as from
present material facts. The calligraphic genius of
the 4th-century Chinese master Wang Xizhi,
known from innumerable copies and emulations of
his 'Orchid Pavilion', has been all the more
pervasively influential because, as archaeologists
have recently shown, the original could in fact
never have existed.
PUBLIC & PRIVATE: DESIRE AND POWER
IN THE VISUAL IMAGE

Organiser Nicholas Mirzoeff

i. The Fete Galante: An Academic Vision

Nicholas Mirzoeff

In this paper, I explored the creation and use of
pictorial space not as a philosophical-conumdrum
but as the product of a particular period of
history. The work in question is that of a small
group of painters — Watteau, Lancret, Pater-in
the Academy of Painting in the first decades of
the eighteenth century. Their notion of space was
particularly reliant on the theory evolved by the
Academy in response to what it saw as the
artisanal practice of perspective. The academic
answer was to create an economy of respect in
which young nobles were seen in the pursuit of
love separated by the respect between genders.
Watteau and his successors brought to this theory
a knowledge of contemporary Paris — especially
its fairs and theatres and created a unique hybrid
the fete galante, a genuinely Academic creation.
Thus by attention to contemporary theory and
social practice, the famed enigma of Watteau can
be dispelled.

ii. Visualising the Distinction between Public and
Private in the Eighteenth and Nineteenth Centuries

L.J. Jordanova, Department of History,
University of Essex.

In the paper I discussed three matters. First, I
briefly surveyed the secondary literature on the
distinction between public and private, paying
attention to feminist perspectives. Jean Elshtain's
work Public Man, Private Woman. Women in
Social and Political Thought (1981) is especially
valuable. The public/private dichotomy is an
abstraction embedded in Western styles of
thinking. It is associated, through metaphor, with
a whole range of other terms and oppositions.
These are generally thought about in terms of
works. The visualisation of the public/pair raises
theoretical issues about the relationships between
words and images. My second consideration must
therefore be the relationship between these
abstract ideas and visual theories and practices. I
suggested that images embody the distinction in a
number of different ways; for example in the
subject matter, composition, scale, location and
patronage. Finally, I discussed some specific
pictures which raise questions both about the
gendered nature of the public/private split and
how it is visualised.
iii. Housing the Mad

Roy Porter, Welcome Institute for the History of
Medicine

Amongst the most challenging problems posed to
society by the mad from the late seventeenth
century to the nineteenth was that of how and
where to house them. (It still is.) In attempts to
grapple with this problem, the issues raised were
multiform. They included the conceptual (were the
mad primarily like ordinary people, like animals,
like wild beasts, or what? Obviously different
forms of building and living space would be
differentially indicated here); the architectural
(were existing structures best, or did purpose-built
receptacles need to be erected?); the
engineering/hygienic (how could the special threats
to health posed by dirty mad-people best be
overcome?); and the psycho-therapeutic (what
forms of space were best designed to secure, to
quieten, to classify, to cure?). Obviously,
underlying all, there were practical economic
matters (were madhouses simply to be private
speculations, run for profit? — in which case,
none of the foregoing considerations might even
be raised).
There was extensive debate as to the optimal
'space' for the mad during the centuries under
discussion. This was abstract, but it also focused
upon particular buildings and madhouses and
particular experiments in constructing individual
'spaces' for the mad to inhabit. Spacing the mad
with respect to society at large, and with respect
to each other, became a major concern of the
emergent discipline of psychiatry. It was rather
importantly reflected in shifts in terminology (the
old word madhouse yields to terms such as retreat
and asylum which in their turn give way to mental
hospital and so forth). I tried to explore some of
these issues in my paper.
hospital and so torth). 1 tried to explore some of
these issues in my paper.

Women and the Spaces of Modernity

Kathleen Adler

This paper focussed on the dichotomy between the
'woman's world', centred around domesticity and
reproduction, and the 'man's world' of commerce
and industry that characterised bourgeois life in
Paris during the Second Empire and first decades
of the Third Republic. Using the work of Berthe
Morisot as a case study, it sought to examine the
different modes of perceiving and representing the
city generated by this gendered division.
Anatomy, Gender & Class

Anthea Callen

This paper outlined the connections between
nineteenth century French anatomy treatises
dealing with form, proportion and physiognomy,
and the pictorial of gender and class difference.
The (con)fusion of art and medicine in these
treatises was discussed in the particular context of
the need to define and contain the 'female'.

of culture, parallel in the unrelenting growth of
the Salon exhibition itself, facilitated the
consolidation of art journalism as a fully fledged
genre which, if capable of providing only a small
minority with anything like a full-time living, none
the less remained sufficiently open to allow
journalistic novices to establish their names. This
paper examined the role of the July Monarchy
press as cultural broker, sketch out the structure
of the critics' profession and explore their
mediating status, examining the textual strategies
through which critics addressed their audience and
asserted the authority of their professional
opinions.
ii. Museums and the Formation of National and
Cultural Identities

Annie Coombes

This paper was written in the aftermath of Lord
Swann's report on multi-cultural education and in
the wake of other major reports on an actively
anti-racist as opposed to inclusively 'multicultural' initiatives in education in Britain. In the
Representations of Masculinity
light of these reports and the ensuing debates, it is
Anthony East hope
more imperative than ever to 'unpack' the means
Laura Mulvey's work ('Woman as Image, Man as by which such a potent educational resource as the
public ethnographic collection has acquired an
Bearer of the Look') opens up questions of
authority that often depends on a denial of the
gendering in the Western post-Renaissance
power relations upon which its existence is
tradition of visual representation. Masculinity
premised.
exercises power by aiming to stay invisibly above
question and this invites two lines of inquiry.
The first decade of the twentieth century
If it is doing the seeing, masculinity cannot
witnessed the consolidation and expansion of
itself be seen. One line of speculation, then, would ethnographic collections in this country. These
suggest that the tradition itself — as gratification
collections developed within the context of an
for the scopophillic drive and would be mastering
ideal referred to in the museum literature of the
1/eye — poses the viewer's gaze as masculine
time, ast he 'new museum idea'. The notion of the
(examples from landscape etc.) Another would
museum as a public institution whose objective
stress with Margaret Walters the relative
was the advancement of national education and
invisibility of the male nude. If in the dominant
whose declared priority was to provide 'rational
mode masculinity struggles to be masculine and
entertainment among the mass of the people', had
only masculine, then the male nude sets a problem a special significance for the curator of
because it occasions male homesexual desire. The
ethnographic material within these institutions.
strategy, therefore, was to try to present masculine Anthropology's ambivalent status as both critic
images as points for identification and not as
and helpmate of Empire, encouraged a particular
objects of desire (examples from Perugino,
policy in relation to the development of these
Michelangelo, Aramis advertisements and The
collections.
Sun).
The same period marks the renewal of concerted
THE MANAGEMENT OF CULTURE IN THE
strategies to promote the concept of a
homogeneous national identity and unity within
19th AND 20th CENTURY
Britain. Imperialism was one of the dominant
Organiser Fred Orton
ideologies mobilised to this end with the Empire
i. Professional Opinions: Art Criticism and
proposed as the panacea for all ills. In the face of
Cultural Commerce under the July Monarchy
such apparently blatant imperialist ideology, how
Neil McWilliam
did museums and the ethnographic sections in
Despite historians' increasing interest in art
particular negiotiate a position of relative
criticism, there remains a tendency in much work
autonomy, guided by a code of professional and
on the 19th century to abstract critical texts from
supposedly disinterested ethnics, while at the same
their cultural milieu, treating them as barometers
time courting government approval?
of taste or indicators of ideological affiliation to
be approached almost exclusively in terms of a
Such questions about the relative autonomy and
self-contained artistic discouse. Such an approach
absolute authority of the museum as a scientific
abstracts out any consideration of criticism as a
and cultural repository, are central to an
concrete professional practice, pursued within the
understanding of its actual and possible role and
context of an expanding and highly competitive
status today.
periodical and daily press. With newspaper
subscriptions quadrupling in Paris between 1824
iii. Is There Anybody Here from Art History?
and 1848 as growing advertising revenue brought
Putting Art History on the Education Agenda
down subscription rates, journals increasingly sold Nick Green and Frank Mort
on the strength of features such as the romanHigher education is in crisis. That is not just to
feuilleton, theatrical reviews, and literary and
do with the present government's financial cutSalon criticism. This advancing commodification
backs. It is also the result of structural breakdown
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in confidence around what higher education is
about, who it is for, what it should achieve. This
much may be generally accepted. What has rarely
been done is to pose the problem of the education
crisis directly in relation to the area of cultural
management which concerns the AAH — art
history.
The institutional success of art history is rooted
in the social democratic expansion of the sixties
and early seventies. Since then, radical initiatives
have upset many of its educational priorities. The
heart of our piece assessed the contradictions
inherent in these projects. Does the new art
history offer a coherent alternative curriculum or ,
is it only working to accommodate itself within an
uneasy pluralist compromise? Is this a genuine rethink of education or just a new professionalism?
We wanted to get to grips with this first by
looking at the way radical art history constructs it
paradigm and teaching practice. But we also
thought it important to look at the links between
public professional persons and private pleasures
— the deep personal investment in 'the arts' many
art historians continue to experience.
What is needed is a wide-ranging debate about
the direction of a humanities-based education.
What does that mean for art history? As a
teaching practice, it involves dislodging the
centrality of art and moving towards a genuinely
interdisciplinary cultural pedagogy. There are real
possibilities there opened up by current
restructuring proposals, although the agenda is at
present colonised by the right. Looking beyond the
teaching institution, we argued for alliance with
the private sector and the local state. Tourism and
leisure provision should be sites of intervention for
radical art historians in the context of a wider
bebate about economic development and cultural
politics.
There were three respondents.

sweeping changes in markets and technology have
transformed international competitive conditions
and spurred automobile manufacturers in every
country to experiment with new strategies based
on greater product diversity and more flexible
methods of production. This paper surveyed the
industry's trajectory from its origins to the present
in a perspective informed by current
developments. It looked first at the emergence,
diffusion and modification of the Fordist model in
different countries, and then went on to consider
how far recent shifts in production and marketing
strategies mark a break with Fordism.

iii. Fashion, Modernism and Postmodernism
Elizabeth Wilson
Fashion/dress occupies a unique and neglected
place in the discussion of design and its effectivity.
There is a tendency to reduce fashion to a form of
(irrational) behaviour, to a branch of art or to an
economic effect of capitalism, but this is to do
violence to its complexity as a nodal point at
which consumption, social psychology and design
meet or even perhaps fuse.
A brief (I hope) account of twentieth century
changes in fashion styles with an emphasis on
their oscillations towards and away from notions
of the 'modern' was followed by a discussion of
how in this field design and the human body meet
to generate meanings. Fashionable dress can never
be purely 'modernist' in the sense of the creation
of a hermetic 'work of art' concerned with the
conditions of its own creation or as an artefact to
be judged solely in terms of its own internal
dynamic. On the other hand, there have been
periods (notably the 1920s) when fashionable dress
aspired to 'modernism' in the sense of
functionalism and a streamlined appearance. At
the same time, industrial 'modernity' in the mass
production of clothes has brought the possibility
of fashionable styles to almost everyone, not only
in the West, but increasingly globally. (That is,
DESIGN IN THE TWENTIETH CENTURY
Western dress, which is perceived as 'modern' has
Organiser John Murdoch
i. The Environment for Creativity: 50 Year Cycles increasingly encroached on what are seen as the
'traditional'
unchanging
styles
of
the
other
of Optimism
cultures.) To some this has appeared as a boon,
John Langrish
while to others it appears as a new kind of 'opium
It was argued that a Darwinian approach to the
of
the
people'.
A
third
position
was
to
emphasize
history of design may offer some fresh insights.
the
ways
in
which
fashions
are
used
From this Darwinian perspective, the 'creative
oppositionally, although whether or not this is a
act', whether scientific, artistic, inventive or
displacement and recuperation of dissent or a
'designerly', can be regarded as a random
valid
expression
of
it
is
the
subject
of
fierce
mutation; whether the mutation survives depends
ongoing
debate.
on its environment.
It was suggested that this environment in
modern industrial society goes through 50 year
DESIGN IN THE TWENTIETH CENTURY
cycles of optimism, linked with the so-called
i. Women Designers in the North Staffordshire
Kondratiev long-range economic cycles.
Pottery Industry 1919-1939
Evidence for the existence of such cycles and
Cheryl Buckley
their influence upon design evolution is presented
Women have worked in a range of jobs in the
from studies of adverts and mail-order catalogues. pottery industry, although due to labour divisions
based on sex and craft skills, they have been
ii. Between Fordism and Flexibility: The
concentrated in the unskilled, poorly paid jobs.
Automobile Industry and its Workers — Past,
The better paid and most skilled womens' work
Present and Future
was to be found at the decorating stage of the
production process, here women worked as
Jonathan Zeitlin (Birkbeck College, University of
paintresses and designers. The roles of women
London)
designers in the North Staffordshire pottery
Since the days of Henry Ford the automobile
industry between the wars were to a large extent
industry has served as a model of economic
governed by a sexual division of design. This
expansion and technological progress based on
differentiated on the basis of sex, the designers of
mass production. But from the mid-1970s,

the pottery shape from the designers of the pottery
surface decoration. Due to patriarchal
assumptions, women were considered to be
'naturally' decorative and to have an inherent
ability for two-dimensional pattern design. As a
consequent it was in the field of surface
decoration that they had most opportunities to
work as designers. This paper examined both
aspects of women designers in the pottery industry
between the wars.

artist of genius in a uniquely privileged viewingposition, able to perceive and comprehend the
whole of social experience? Or could and should
genius be understood as an exceptional aptitude
for a particular occupation, which afforded no
such comprehensive picture of the social world?
This paper examined the debate on this issue by
contrasting the theories of James Barry and
William Hazlitt.

ii. Working-Class Women and Homes in the
North-West in the Inter-War Period

Jon Cook

Elizabeth Roberts

Homes were the province of working-class women
and they largely decided what went into them
whether furniture, furnishings, or household
goods. The reasons for their choices are at the
same time both obvious and complex. Womens'
role as consumers was clearly restricted by the
financial standing of the family. There was much
poverty in the North-West in the inter-war years;
due to economic decline and depression.
Families living on, or not far above the poverty
line were generally more concerned with survival
than with buying new household goods. And yet
the majority of working-class families were
probably better off than in the period before the
First World War. They had surplus money to
spend after the bare necessities of housing, food
and clothes, had been paid for.
What priorities did working-class women have
in their purchasing? What significance did various
objects have for them? What continuities and
changes can be discussed as compared first with
the earlier pre First World War period and with
the post Second World War period?

iii. The Method of Machine Design in the Second
Industrial Age

Tim Putnam

At the turn of the century, Victorian notions of
the 'artistic machine' were supplanted by design
standards which stressed the integration of form
and function. This change has been understood as
either part of the influence of modernist aesthetic
movements or as an expression of the 'vernacular
modernism' of industrialism. This paper argued
that the emergence of a new discourse of machine
design is closely connected with changes in the
design process brought about by the new division
of labour and knowledge characteristic of the
'second industrial revolution'.

THE ARTIST'S T AUTOBIOGRAPHY AND
IDEOLOGY

Organisers Lisa Tickner & Alex Potts

'Statesman, Chemist, Fiddler and Buffoon':
Theories of the Artist in Late Eighteenth and
Early Nineteenth Century Britain.

John Barrell

The theory of the division of labour, which by
1800 seemed in Britain to have such explanatory
power that it could be ignored in no account of
social organisation or of cultural production,
made it difficult to maintain the belief that the
artist was a universal genius, for it attributed to
all the members of society a viewing-position
defined and constrained by the different
occupations they happened to pursue. Was the

Mutations in Artistic Personality: Hazlitt and the
English Artist
Hazlitt's account of artistic personality in the late
eighteenth and early nineteenth centuries emerges
in the context of his more general interpretation of
cultural and political change: notably what he
perceived as the collapse of a vigorous public
sphere and the decay of a distinctive English
liberty whose origin lay in the constitutional
settlement of the late 1680's. This period of
English liberty had produced on idiosyncratic but
sociable artistic personality typified by Hogarth.
By contrast in his own time Hazlitt saw two
distinct mutations: a bland homogeneity and lack
of idiosyncratic perception on the one hand, and
an anti-social artistic egotism on the other. I used
Hazlitt's account of Wilkie as a starting point for
mapping his sense of political and cultural decline
and its effects upon the character of the artist.

Not Just a Pretty Face: Conflicting Images of the
Female Artist in Nineteenth Century Britain

Pamela Gerrish Nunn

In mid-19th c. Britain, one of the most urgent
topics in the art world was the question of women
and art. The various sides of the question were
represented by verbal and visual expressions of the
apparently new idea 'the female artist'. This paper
considered the conflicting images put foward by
these female artists themselves and their opponents
and sympathisers in the popular press, the
exhibition hall, and illustrated middle-class
literature.
These images ran the gamut of contemporary
notions of womanhood — traditional and radical,
accepted and contested — while attempting with
varying degrees of success to insert the figure of
woman into the received image of the art world.
This world, it became clear, was posited on an
established idea of the artist (and therefore of art)
which clashed with the ambitions and efforts of
the current generation of women painters,
sculptors and designers. That very few of the
images of the female artist which formed this
debate are now known or shown is proof enough
of how completely the waters of reaction closed
over this important issue at the turn of the
century.

'Unpicking the Seams of her Disguise' . . . SelfRepresentation in the Case of Marie Bashkirtseff

Tamar Garb

This paper addressed the issue of gendered
subjectivity within the construction of the artist in
late nineteenth century France. The emigre
Russian artist, Marie Bashkirtseff's acts of self
narration in her art criticism published under a
pseudonym, her clandestine correspondence with
Guy de Maupassant and her posthumously
11

published journal were analysed within the context
of the available vocabulary of identity for women
and artists during her lifetime. The complex
interweaving of 'selves', the strategic use of
fragmentation and the self conscious acts of
masking, through which the subject if articulated
in the texts were examined in order to locate these
within a range of contemporary discourses on
'feminity' and 'art'.

notions of the mathematical and dynamical
sublime, respectively), but links also to an
aesthetics of complexity. It is this latter notion
which constitutes a postmodern sense of the
sublime.

Minimalist Strategies: Identity and Address in
Hollis Frampton's 'nostalgia'

In a letter to Hans Hildebrandt dated 25th March
1927 Kandinsky remarked that the idea for
Composition / K c a m e to him after seeing a charge
of cossacks in Moscow during the 1905 uprisings.
Paradoxically, Composition IV and the related
works ('Battle'/'Cossacks', 1910-11, Tate Gallery;
the preparatory drawings from the Nina
Kandinsky Bequest, etc.) take on the form of a
medieval fantasy which, on the formal level,
invites comparison with the works of Uccello —
characterized as it is by a problematic historical
and ideological displacement.
This paradox, reinforced by the information
provided by Kandinsky about the articulation of
the signs in the picture, draws our attention to the
various transformation of the referent in the
process of semiosis.
The aim of this paper was not to provide a
'scientific' exegesis of Composition IV according
to the tenets of a positivist art historical practice,
but rather to draw our attention to the
multifarious modes through which meanings are
constructed, disseminated and performed through
the manipulation of ideological and semiological
data.
In this perspective, traditional art historical
assumptions about the nature of abstraction and
expressionism had to be reconsidered, as well as
the relation between knowledge and sublimation.

Laura Mulvey

This talk discussed the crisis of artistic identity
within the New York avant-garde in the 1970s,
taking as its starting point Hollis Frampton's film
nostalgia (1972). This film is autobiography. A
voice-over reminiscence of his work and life as a
still photographer is accompanied by examples of
his photographs: a memory of minimalism and
minimalist in form. But a simple series of
displacements generates a series of complex
processes. The artist throws his identity into crisis
and simultaneously activates the spectator's
participation in the working of the text. In
recording a transition from still photography to
film, Frampton raises issues about time, memory,
identity and address.

Response by Adrian R if kin

'If one were avant-garde without knowing it . . .
and if one learns the ways of being it . . .' Some
questions on the inexhaustibility of the avantgarde!

VIOLENCE & VISUAL REPRESENTATION

Organisers Lewis Johnson & Jonathan Harris

Catastrophe and Sublimity in Postmodern Art

Paul Crowther

In the history of western painting one might
identify two discourses of invisibility. The first of
these is established in the 'sublime' landscape of
eighteenth and nineteenth century art, and its
suggestion of visually unpresentable ideas of
infinite space or incomprehensible power. In
addition to this objective discourse of invisibility,
there is a subjective mode — bound up with
tendencies to violent painterliness or extremes of
fantasy. This mode of painting implies that what
is ultimate in art is not the objective order
reproduced, but must rather be construed in nonvisible terms i.e. as the artist's creative
personality.
Much postmodern art ('neo-expressionism' so
called) is a mere repetition of this latter discourse.
Painting is made the vehicle for mere fantasy.
However, there is also a tendency to use the
violent technical means which characterise this
discourse, in a way that achieves a fertile
interaction with the 'sublime' objective discourse
of invisibility. The central theme of such work is
catastrophe and the traces of violence on a
colossal scale. In this paper accordingly the theme
of violence and catastrophe was explored in
relation to recent works by Morley, Kiefer, and
Robert Morris; and questions were asked about
the nature of our aesthetic responses to such
work. In particular it was shown that the sense of
the sublime involved here is not simply an
aestheticization of vastness or power (a la Kant's

ii. From History to Allegory: Vicissitudes of the
Referent in Kandinsky's Composition IV (1911)

Gerard Mermoz

VISUAL/TEXTUAL REPRESENTATIONS AND
FEMININE DEATH

Elizabeth Bronfen

In my paper I discussed representations of
feminine death in art and literature, taking my
examples from the mid-eighteenth century to
modernism. While it is necessary to point out, as
Mario Praz and, more recently, Bram Dijkstra
have done, that such representations depict women
in an extremely passive and vulnerable state and
are therefore expressions of sadistic,
misogynist, and necrophillic and aggressive
tendencies on the part of the painterwriter/viewer, I wanted to shift my point of focus
and ask why images that couple violence
against/by women in the form of death (concrete
or metaphoric immolation, murder, suicide),
femininity as a supreme or privileged object of
erotic desire and an aesthetically beautifully
staging or framing of this event have been both so
fascinating and so necessary for our western
cultural discourse. I argued that these
representations serve (1) a discussion of social
norms — the dynamizing of a social or symbolic
order grown static and a reassertion or reestablishment of this order by means of
sacrificing, in this case, a woman's body. (2) At
the same time representations of feminine death
can be read as instances where poetological or
semiotic discussions to take place. That is to say,
such images are used to present violence not only

as an object of depiction (and as such meant to
solicit a viewer's outrage, pity, horror, agreement)
but also as a reference to the condition and
process of artistic production itself. By means of
the dead female body such implications and
presuppositions of the artistic situation are
discussed as absence/loss of a loved object as the
initial position for symbolization, or the
(mis)conception of art as an interference with the
materiality of life itself, whereby the exchange
between that which is represented and the act to
representing, or rather the transference from life
to artistic form becomes fatal for the woman
serving as signified object. From a semiotic point
of view I further argued that the violent exclusion
of 'feminity' (as a construct) correlates with an
attempt at excluding difference (the vertical, multicoloured or opaque movement causing a shifting,
slippage and discrepancy within the meaning of
signs) in favour of a horizontal, transparent static
whiteness, an attempt to create a one-to-one
correlation between signified and signifier. Finally,
I wanted to suggest that these visual/textual
representations of feminine death engage us in a
paradoxical manner, shifting between strategies by
which this taboo subject is repressed, excluded and
discussed, but also (since we are asked to be
personally shocked, concerned as well as
aesthetically and erotically pleased and that means
distanced from that which is depicted) shifting
between a position of norm critique and norm
assertion.

MUSEUMS, GALLERIES & EDUCATION:
BRIDGING THE GAP

Organiser Felicity Woo If
London's Galleries and Museums: A Resource for
the Primary School Classroom
Anne Whit taker (Brecknock School) and Felicity
Woolf (National Gallery)

The notion of children in the art gallery can rouse
controversy. In particular, some would argue that
high art, whether old master paintings or modern
art, is too complex and demanding to be viewed
constructively by young children. Whether or not
they have adopted this stance, art historians may
simply be unaware of the positive experiences
children can have in art gallery, given skilled
guidance.
This session began with a brief video recording
of primary children visiting the National Gallery,
and an explanation of the National Gallery
Education Department's aims regarding their
services for schools. Anne Whittaker, explained
how the recorded visit and other visits to galleries
and museums have complemented her classroom
teaching of art, science, language and drama
during the current school year. In addition, Anne
Whittaker described the artist in residence scheme
which operates at Brecknock school.

Travellers in Time: Young Visitors to the Artist's
Studio

James Heard (Free-Lane Lecturer and Painter)

Primary school children may have difficulty in
relating to paints madce prior to the age of
consumerism and technology. The speaker
described how he uses a theatrical presentation to
introduce a young audience to genuine materials
used by artists of the past, and to explain the

process of making a particular painting. For
example, Gainsborough's Morning Walk might
provide the raison d'etre for an exploration of
18th-century life through the eyes of a portrait
painter. The performer is dressed as the artist and
invites the children down into a replica of
Gainsborough's Pall Mall studio to discover the
techniques of painting flesh, the problems of
drapery and the difficulties of working to order at
high speed. Designed for three classes at a time,
each event links an art-historical theme or formal
problem with an artistic personality: Seurat and
colour theory, Holbein and perspective. Uccello
and the role of the apprentice. The audience are
encouraged to interrogate the 'performer' in order
to grasp the conditions that will determine the
final look of the painting which sits half finished
on the studio easel.

Old Masters and Young People

Jane Sellars (Walker Art Gallery)

Adolescents can often be the most conservative
and prejudiced visitors a Gallery Education
Officer has to deal with, caught as they so often
are within a school curriculum which does not
encourage them to look at art beyond the confines
of the school art room.
Jane Sellars explained some of the approaches
used by the Walker Art Gallery Education staff to
introduce 12-18 year olds to the Gallery's
historical collection, with particular reference to
the new GCSE Art syllabus and its emphasis on
critical studies in Art Education.

Classroom to Gallery: Gallery to Classroom.
Preparing for Le Corbusier and Tony Cragg
Sculptures

Jack Percy (Hayward Gallery, ILEA)

The Hayward Gallery presents a diverse range of
exhibitions, and from 1984 the Education Officer
has covered shows ranging from the Romanesque
to Renoir and Rodin. Jacky Percy explained how
she has prepared the educational programme for
Le Corbusier and Tony Cragg, which included a
teachers' evening, practical work for children in
the Hayward Gallery, Saturday morning classes,
and visits to schools.
Jacky Percy also discussed the issues which she
felt are central to any attempts to give young
visitors to the Hayward Gallery a positive first
experience of art. These included the breaking
down of the reverential atmosphere, which seems
to accompany art exhibitions, and the importance
of collaboration between educational staff and
exhibition organisers.

Showing Off: The Role of Labelling

Evelyn Silber (Birmingham Museums and Art
Gallery)

Nothing is more certainly guaranteed to arouse
public comment in galleries and exhibitions than
labelling, whether on grounds of height and
legibility or of accessibility and content. This
paper, based on actual examples and visitor
comments, argued that art historians, curators and
exhibition organisers should respond better to the
nature and needs of the visitor if displays are not
to reinforce the image, so frequently conveyed, of
a self-absorbed professional elite. Against the
often voiced fears of over-simplification, triviality

and unattractively cluttered displays it was
suggested that the potential benefits o f sharing
knowledge rather than showing o f f go well beyond
the immediate confines of the gallery wall. The
speaker was a former curator of Fine A r t , now
Assistant Director of Birmingham Museum and
Art Gallery.
'Curators, Cultural Conditional and the Myth of
the Self Evident Art Work'

Simon Wilson (Tate Gallery)
1. Curatorial Attitudes
Senior curators controlling display in art
museums are specialists who in most cases will
'have spent a quarter of a century or more being
educated in and then practising their speciality.
Thus the way in which art museum curators
view works of art is highly conditioned by
education and culture.
The overwhelming majority o f visitors to art
museums do not have this conditioning — they

do not see works of art in the same way that
curators see them.
2. Needs of Visitors
Even professional curators and even those
within their own specialities have to undertake
a greater or lesser degree of research to
establish the full significance of a work with
which they were previously unfamiliar.
How much greater then are the needs o f the
non-specialist visitor?
It appears self-evident that art museums,
especially and particularly public art museums,
should make every effort to provide
information that will enable the non-specialist
visitor to gain at least some initial
understanding of the significance of the works
in the museum.
3. Providing for Visitors
Information may be provided by means o f
published guidebooks or room guides, by
individual gallery leaflets, by individual gallery
'bats, by one or another soundguide system or
by placing information on the walls. Merits and
practicality of these alternatives were raised.
In the Tate the effect of wall mounted panels
of information and the implications of these for
display can already be seen in the Blake room.
The Blake display is agreed to be successful
and there appears to be no reason why its
essential principles could not be applied to the
rest of the collection, built upon, extended or
modified i f necessary.
OPEN SESSION

Organiser Michael Michael
i. 'Sixtus V and the Triumph of Faith in the Sala
Di Costantino'

Helmut Wo hi
The paper dealt with the contribution of Pope
Sixtus V and of the ideas of the Jesuit Gabriele
Paleotti to Tommaso Laureti's fresco of 1585-6 on
the ceiling of the Sala di Costantino, the only
documented example at the Vatican of a change in
a programme of pictorial decoration brought
about by papal intervention.

The work was originally commissioned from
Laureti by Gregory X I I I and was to represent

Constantine Ordering the Destruction of Pagan
Idols. When Sixtus V succeeded Gregory in 1585
the ceiling had not yet been begun, and the new
pope changed its subject from the figural
composition ordered by Gregory to the spare,
emblematic Triumph of the Faith. In its rigorous
pursuit o f geometric order the mural is a revival in
monumentally scaled forms of perspective pictures
of the quattrocento. It also revives the association
made in the fifteenth century by Leon Battista
Alberti and St. Antonius between the centric ray
in one-point perspective and the truth of divine
revelation.
In these respects the painting commissioned by
Sixtus corresponds closely to the directive in
Paleotti's Discourse on Sacred and Profane
Images, published in 1582, that in the
representation of sacred subjects art divests itself
of all that does not concentrate on the purity —
Paleotti uses the word honesty — o f the image,
and to his comparison of painting with the
exercise of a theological virtue, which puts man
into direct contact with God.
The role of Sixtus V in the renovatio of Rome
is perhaps best known through his dedication to
the faith of two Roman triumphal columns and
four obelisks that he erected at key points in the
city. The objective of these projects was, in the
words of Leopold Ranke, to have 'the
momuments of paganism minister to the
glorification of the cross', and this was clearly his
objective as well in the ceiling fresco of the Sala
di Costantino: aligned with the composition's
central axis, which is also the centric ray of its
perspective construction, are a smashed statue o f
Mercury, a crucifix that has been mounted on the
pedestal previously occupied by the messenger of
the pagan gods, and a round building resembling
Bramante's Tempietoo, the structure in the form
of a pagan temple erected on the site where St.
Peter was put on the cross.
ii. Patronage in the Tornaquinci Chapel, Santa
Maria Novella, Florence

Pat

Simons

This paper treated the acquisition of patronage
rights at the chapel addressed by Wurburg and
discusses the iconography of several of
Ghirlandaio's frescoes in relation to references to
the patron's history, rights and magnificence.
WORKSHOPS

The Teaching of Art History
Organizer William Vaughan, Birkbeck College,
University of London
Art History is proving more and more popular as
a subject to be studied at all levels. Yet its nature
as a discipline is being questioned increasingly by
teachers and scholars both inside and outside the
profession.
This workshop will provide a forum for
debating the implications o f this situation both for
the scope of A r t History and for the ways in
which it can be taught. Amongst the issues to be
discussed will be that of the special methods used
for the study of medieval art and their
implications for those working in other fields. Dr.
Michael Michael of Westfield College, University

of London, will be presenting a paper on this
topic.

beyond praise. Calmly, competently and
charmingly she coped with any and all problems,
and also organised the printing and mailing of
Working in the Post-Feminist World?
thousands on invitation cards. We owe her a great
Organizer Ann Cullis (Part-Time Lecturer in Art
deal. I would also like to say a special 'thank you'
History and Cultural Studies at Glos. Cat
to Rod Barrell, Chief Warder at the V & A, who
(Cheltenham) and Stourbridge CTA)
remained cheerfully in control in spite of problems
The suggested focus was the experience — both of that would have caused a lesser man to demand
lecturers/teachers and of students — of studying
an immediate posting to Outer Mongolia! For
art history in 1987. Some might feel that many
seven consecutive years PHAIDON PRESS have
feminist arguments have been sufficiently co-opted sponsored our conference. This year they provided
coffee and tea for conferees on the Saturday —
and integrated within the curriculum by now, and
and most welcome it was.
that therefore to deal specifically with 'women' is
no longer necessary. Others might feel that, on the
On Saturday evening we had the TREFOIL
contrary, such a project is still very much needed.
PARTY held in the Department of Prints and
Are we now post-feminism in art history, and
Drawings at the V & A. Our thanks to the Keeper,
are there perhaps other political issues that require John Murdoch and to Conway Lloyd Morgan and
John Latimer Smith of Trefoil. Such an
more urgent attention?
opportunity to relax and socialise in congenial
surroundings generated enormous goodwill and
Visual Resources Workshop
was most appreciated. And we finished on a high!
Organiser Hans Brill, Royal College of Art
The conference closed with the A P O L L O PARTY
'Slide Libraries — Yesterday's Medium? A Major
held at the Arts Council of Great Britain's
teaching resource faces economic, organizational
premises in Piccadilly. Our thanks to Anna
and technological change'
Somers Cocks, Tony Law and Nigel McKinley at
The workshop, which is a joint meeting of the
Apollo and Luke Rittner, Secretary-General of the
Association of Art Historians and ARLIS,
discussed some immediate and long term problems Arts Council for providing the perfect ending.
and the ways in which art historians wish to see
Gordon Govier created the wittily apposite
the future of this resource. There was also
artwork for the cover of the Book Fair catalogue
discussion of the immediate problem of the
— as he did last year. And thanks too, to the
University of London Slide Library.
Advisory Committee, Tim Auger, Trevor Brown,
Mary Caulfield, Patrick Doorly, Stanley Kekwick,
Mike von Joel, Conway Lloyd Morgan, Leslie
CHart
Burton, Nicholas Treadwell and Colin Wight.
Art Historians and Computers
To what extent are art historians taking advantage They were invaluable; providing direct
communication between organiser and exhibitors
of computers today and what are the possibities
enabling decision to be both informed and
for the future? This will be a chaired discussed
balanced.
with panel.
The energy and good humour of the Book Fair
Art Historians & Employment
helpers, Eduardo Beltrao, Cathy Courtney, Jessica
Courtney, Yvonne Courtney, Andrew Goff, Adam
Organiser Elizabeth Allen
McCullock, Ann Shuttleworth and Susan Twyman
won praise from all sides. Last but not least, the
true
hero
of
the
occasion
—
my
husband
Ivor
who
ART HISTORY BOOK FAIR — 1987
provides practical help and moral support not only
on the day but throughout the year.
Pamela Courtney
It happens seldom that exhibitors, organisers and
visitors are in total accord regarding the
unqualified success of a particular Book Fair.
However such was most decidedly the case for our STOP PRESS!
8th annual ART HISTORY BOOK FAIR held in
the Raphael Cartoon Court at the Victoria &
Albert Museum from 28th to 30th March.
From Pamela Courtney:
Exhibitors were delighted to have the
opportunity to show-off their achievements in such The Burlington Magazine — Half-price
a popular and prestigious setting. They were more subscription rate
than satisfied with the number of visitors who
Enclosed with this issue of the BULLETIN are
came to the Fair — not only AAH and ARLIS
details of a special half-price subscription rate for
members but also the public many of whom had
academics and curators.
received advance information about the Fair either
Attention has been drawn to problems that may
by personal invitation or through the art press.
arise from Condition 1. It may be more
satisfactory to have subscription copies sent to
This brings me to 'thank-you' time and there
your home address and invoices to your work
has never been a longer list of those who
address. However if you have any queries at all
contributed handsomely to this year's success
about how this offer could apply to you do please
story. First Sir Roy Strong, Director of the
get in touch with Elizabeth Pile, the Circulation
Victoria & Albert Museum and long time
Manager for The Burlington, who will do her best
supporter of the Association without whose
to help.
generous encouragement neither the conference or
the book fair could have taken place. Staying with
Students should also get in touch in Liz for
the V & A, Laura Truman, the Press Officer, is
details of the special student subscription rates.

SUB-COMMITTEES OF THE ASSOCIATION
Student Sub-Committee
From Brian O'Callaghan
The Students Group and The Bulletin
The Students Group feel that a large number of
members: the unwaged, the under-employed, as
well as sixth formers and part-time students, may
feel isolated both within the Association and
within Art History in general. With this aim in
mind we are particularly pleased that this year the
Association has adopted a concessionary
membership rate for the unwaged. This is an issue
that the Student Group has seen as a priority for
some time and we are glad that it has been
achieved.
To serve this ever widening constituency we feel
the need to make the Students Group even more
visible. We intend to provide more copy for the
Bulletin, using it as a means of advertising our
activities, and as an information exchange. Toby
Clark has agreed to co-ordinate Students Group
contributions to the Bulletin prior to forwarding
them to the Editor. Student contributors may
therefore send copy to him at the following
address:
4 Chesham Place
Kemptown
Brighton
Sussex

The Students Group at Conference
The students' meeting at Conference was held at
the end of a day that had been both physically
and intellectually taxing. This was particularly so
for a number of sub-committee members who had
been deeply involved in the organization of
academic sessions or in giving papers; a level of
conspicuous participation that it is hoped will be
maintained at Sheffield and future conferences.
Given these circumstances then it is remarkable, if
not altogether surprising that the meeting was
both lively and productive.
Discussion was largely concerned with
contacting more students and initiating new
events. These two aspects of the Group's activities
are obviously intimately connected. In the past the
Group has organized conferences on; New Theory,
Psychoanalysis, the Role of the Museum, Film
Theory, and Choosing a Degree in Art History.
The Group feels that events of this sort are an
important part of our activities. The reappraisal at
Conference of this and other policies generated a
number of fruitful ideas that we hope to pursue in
the coming year.
i) A further event or conference should be held
perhaps in conjunction with a museum
exhibition. Since the Conference a small
working party has been set up to explore the
possibilities.
ii) An attempt should be made to contact
students who do not see themselves, first and
foremost as Ait Historians, such as those
pursuing studio based courses or cultural
studies students for whom art history may
form one of many modules of the course.

iii) Open university Students should be
approached, perhaps through the students
magazine and students association.
It is hoped that the promotion of the first of
these objectives will advance our other aims by
providing a forum to which we may invite
students, and in which we can discuss not only the
points raised by the event itself, but also issues
that effect all students with an interest in the
history of art and design.

Events
Choosing a Degree in Art/Design History:
A conference for sixth formers. (Admission Free)
This event will now be held on 17 October 1987.
Prospective students of Art/Design History at
degree level will have the opportunity to examine
course material and meet student representatives
from Polytechnics and Universities.
The conference will be addressed by a panel of
invited speakers.
Meetings of the Students Group
Deadline problems and the infrequency of
publication mean that it has proved difficult to
print in the Bulletin advance notice of subcommittee meetings. These friendly gatherings are
open to all. Would any student interested in
attending please contact me at the address given
below.
We would be delighted to hear from anybody
with ideas for activities that the Group might
pursue in the future, or anyone who is interested
in or might contribute to our current or
forthcoming events.
Write to:
Brian O'Callaghan
c/o History of Art Dept
University of Manchester
M13 9PL
The Next Step
From Lucy Marder
Very nice, dear, but what are you going to do
with it? Questions like this must have driven
generations of undergraduates taking degrees in
History of Art to distraction., The problem is that
often, we don't have an answer. To many people
who want neither to treat their degree as a general
qualification, nor to bury themselves in academia,
the world of art galleries and museums seems
attractive — but it is so competitive, and many
people simply cannot afford to gain experience by
doing voluntary work.
Manchester University's Postgraduate Course in
Art Gallery and Museum Studies offers its
students a chance to gain a broad knowledge of
skills in both administration and services. For me,
straight from graduation, it meant an opportunity
to gain real practical experience. I had the chance,
at last, to put all those years of peering at slides
in darkened rooms to use, to work with the
public, and to have some responsibility.
Three of us devised an art gallery outreach
project for elderly people's day centres — we
combined paintings, photographs and historical
research to make a reminiscence slide show. Our
audiences joined in with great vigour, telling about
the changes the 20th century had brought to the

towns where they lived and worked. It was clearly
a welcome change from tea and bingo, and they
gave us at least as much as we gave them.
We each spent a month on attachment to a
museum or gallery of our choice. Others went to
Glasgow, London, Birmingham, Wigan, Sheffield
and Leicester, whilst I chose Rochdale Art
Gallery, where I worked on the origination of the
touring exhibition Tainting Women — Victorian
Women Artists', and found that it takes not only
art historians, but also local government officers,
technicians, photographers and a whole lot more
to get a show on the road.
But perhaps the most taxing endeavour was our
course exhibition, 'HairRaising', at the Whitworth
Art Gallery. We were given a seemingly vast
number of works of art, and told to make it into
a 'professional' exhibition — displaying it,
cataloguing it, publicising it and making an audiovisual, too — in two months. It was a daunting
task for those of us who'd come fresh-faced and
naive from college, but we did it, and it was
worth it when we saw the response it got, not least
from the national press.
There are chances, too, to pursue academic
enthusiasms, but for me it was the opportunity to
work with a team of friends who really enjoy
making galleries come alive which made it one of
the best, and busiest, years of my life.

The London Conference: a student's eye view
from Martin Kaufmann
It would be unwise for anyone to claim to be
writing a review of the whole of the Association's
annual conference, especially one which addressed
a subject as vast as 'Art and Tradition'. And even
the dedicated butterfly who samples as many of
the sessions as possible must be aware that at any
one moment he or she is hearing one talk and
missing six.
Parties aside, it is only at the beginning and at
the end that everyone does gather in one place.
The introductory meeting, with its guest speakers
and general discussion on a central theme — The
Construction of the Past — proved, perhaps
unavoidably, rather amphorous both in content
and setting. Even those with proficient hearing
found it difficult to follow and impossible to
participate if they were sitting at the back. The
impression given was of three distinguished people
all doing their own thing in the absence of a clear
brief, although the response went some way
towards gathering the threads together. Perhaps
next year it may be possible for the speakers to
connect more with each other in the discussion of
a more closely defined theme.
It is the overall theme of the conference which
should lend coherence to its proceedings. This
time, both the siting of part of the event in a
national museum, and the thrust of several of the
sessions, suggested subtitles like The relation of

training is often not as different as their work
experience, the separation, and even suspicion,
does exist.
So the underlying direction of the conference
was very much to be welcomed. But the different
groups still remained rather separate in the
sessions they attended. True, one or two versatile
speakers managed to wear more than one hat. But
the campaigning blasts, amongst which Curators,

cultural conditioning, and the myth of the 'self
evident art work* surely won the prize for best

title of 1987, were not always heard by the people
for whom they were intended.
This by no means implies that the conference
failed. The mere fact that a higher proportion of
the Association's members from museums and
galleries attended and participated is a sign of
progress. The setting up of a museum subcommittee should ensure that the involvement
continues. Perhaps one positive step towards the
greater integration of the Association's various
groups would be cross-representation on each
other's committees.

Polytechnics and Colleges Sub-Committee
The Sub-committee has decided to publish its own
Newsletter, with the first issue being planned for
early October. The objective is to provide a wideranging forum throughout the year. Ideas and
copy should reach Malcolm Cook (1 Marshall
Avenue, Willerby, Hull HU10 6LL) before the end
of August.
Two one-day conferences are to be organised
during the coming year. The first, scheduled for
November, will examine B/Tec and CNAA
policies, the question of compatibility and possible
changes in the relationship between history/theory
teaching and studio practice. The second, to take
place in February 1988, will be concerned with
modularity on B/Tec and CNAA courses.
For further information, please contact Duncan
Scott at the Kent Institute at Canterbury.

Universities Sub-Committee

The Universities Subcommittee was formally
elected at the Universities group meeting at the
London conference. It is chaired by John House
(Courtauld Institute of Art), and its other
members are John Bernasconi (Hull University),
David Bindman (Westfield College), Andrew
Causey (Manchester University), Diana Douglas
(Leeds University), Eric Fernie (Edinburgh
University), Michael Liversidge (Bristol
University), William Vaughan (Birbeck College)
and Alison Yarrington (Leicester University).
The main purpose of the committee will be to
gather information about the activities and the
problems of university art history departments,
and to provide a forum for the exchange of this
information and for discussion of problems and
new ideas in art history to traditional museum
possible strategies, both for individual departments
displays and The relation of new museum displays and for the subject nationally. A draft policy
to the public. There is, of course, no simple two- document was discussed at the conference; this
fold division between curators and educators, or
strongly supports the diverse roles which art
between the museum world and the education
history plays in different departments, and
world. But puzzling as it can be to talk about the emphasises the range of important functions which
reconciliation of aims amongst people who one
the subject fulfils, and the continuing need for
thought were already working together, and whose well trained graduates.
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Any suggestions about issues which the
committee might consider will be warmly
welcomed.

The Association will benefit from your orders
and, depending on the success of this year's card,
the plan is to have an annual AAH card so
suggestions please for our 1988 image to:—

FOURTEENTH ANNUAL CONFERENCE
SHEFFIELD 8-11 APRIL 1988

Pamela Courtney
Director of Publicity and Administration
Albert House
Monnington-on-Wye
Heregord HR4 7NL
Tel: 09817-344

The Conference will have the theme 'Patronage,
Wealth and Economy?'
The programme remains provisional, but is
expected to include the following academic
sessions:
1. Twentieth Century Patronage

Convenor: David Cottington, Falmouth College
of Art

2. Official Art and Academic Art

Convenor: Shearer West, Leicester University

3. Renaissance

Convenor: Maurice Howard, Sussex University

4. Art in Australia

Convenor: David Branfield, University of
Western Australia
5. Museums and Galleries
Convenor: David Alston, Graves Gallery
6. Design and Demand
Convenor: Hilary Cunliffe — Charlesworth,
Sheffield City Polytechnic
7. Ruskin and the Nineteenth Century

Convenor: Janet Barnes, Ruskin Gallery

The Professional Sessions and Bookfair will form
a very Important element in the Conference.
Day tickets will be available on Saturday 9
April. On Sunday 10 April, it is planned to hold a
wide choice of visits which will include
Gainsborough Old Hall and Lincoln (Usher and
Cathedral), Southwell Minster and Newstead
Abbey, Wakefield and Nostell Priory, Hardwick
Hall, Haddon Hall and Bolsover Castle. There
will be a paper on the economics of Country
House building and visits to Cannon Hall,
Cawthorne and Wentworth Woodhouse.
For further information, please contact:
Theo Cowdell
Dept. of Historical and Critical Studies
Faculty of Cultural Studies
Sheffield City Polytechnic
Brincliffe
Psalter Lane
Sheffield S l l 8UZ

Change of Address
Attention on all members moving house! Please
send in the details to your new Director of
Administration as soon as possible so that the
records can be updated. This will ensure that all
AAH communications including ART HISTORY
will be sent to your new address.
Pamela Courtney
Director of Administration
Albert House
Monnington-on-Wye
Hereford HR4 7NL
Tel: 09817-344
Travelling Fellowships for 1988 offered by the
Winston Churchill Memorial Trust
'The Chance of a Lifetime' to travel overseas
You are invited to apply for a Winston Churchill
Travelling Fellowship. You will get all your
expenses paid anywhere in the world, for up to
three months. On one condition: that on your
return you use the experience you have gained to
help you in your job or your service to the
community.
Churchill Travelling Fellowships are unique.
They enable UK citizens from all walks of life,
irrespective of age or of educational or
professional qualifications, to undertake study
projects overseas related to their trade, profession
or craft and to bring back knowledge and
experience for the benefit of their work and the
community.
One of the categories in which the Travelling
Fellowships is offered may be of interest to
members. This is 'Glass and Ceramics — their
application in architecture'.

ANNOUNCEMENTS

If you would like further information, please
contact:
The Winston Churchill Memorial Trust
15 Queens Gate Terrace
London SW7 5PR

Association of Art Historians card 1987

The closing date for completed application forms
is 30 October 1987.

We now have an AAH card! By kind permission
of the Courtauld Institute, Cezanne's 'Route
Tournante' from the Princes Gate Collection,
launches this new venture.
The card comes with the choice of a Christmas
greeting or blank for use on those numerous
occasions when a personal message is required.
The card can be overprinted with your address
and full details on how to order are enclosed with
this Bulletin.

Project to Investigate Awareness in Art and
Design
A new project jointly funded by CNAA and the
Department of Trade and Industry will seek to
promote professional and business awareness in
CNAA design degree courses.
A project team at North Staffordshire
Polytechnic is to su.'/ey the 120-plus CNAA

design degree courses to establish how far
professional and business awareness is already
incorporated into design degrees, and how
effective various approaches have proved to be.
An analysis of current practice will be
incorporated into recommendations for future
developments.
Two national conferences early next year will
form part of the study. They will provide a forum
where representatives of education, design and
industry can discuss the findings of the survey and
the implications of the findings for course
development.
The project team will also welcome
contributions from institutions and individuals
involved in education, design and industry. The
team will be led by Les Trustrum, Principal
Lecturer in Marketing at North Staffordshire
Polytechnic, and will include members of the
Polytechnic's Design, Business Studies and
Mathematics Departments. Their survey is due for
completion by the end of this year.
For further details contact:
Les Trustrum
North Staffordshire Polytechnic
Tel: 0782 421515 ext. 268

Leonardo da Vinci Society
It is proposed to establish a fund to enable us to
make a study award to a young Leonardo student
or scholar in memory of Dr Kenneth D. Keele.
Contributions will be gratefully received by:
The Hon Secretary, Professor J.B. Trapp,
The Warburg Institute
Woburn Square
London W C 1 H OAB
Cheques should be made out to Leonardo da
Vinci Society.

For further information, please contact:
Gaye Smith
Art Librarian
Manchester Polytechnic
Administrative Building
Grosvenor Square
Manchester M15 6BH
Occasional Papers at Birmingham Polytechnic
The School of History of Art & Complementary
Studies at Birmingham Polytechnic have launched
the first of their 'Occasional Papers'. As a
postgraduate centre for the history of art,
architecture and design in its widest sense, the
School is aware that there are aspects of research
that should be made available to a broader,
though discreet, audience.
The first Occasional Paper, Contribution to the

Bibliography and the Literature of Photography as
prepared by W. Jerome Harrison by Michael
Hallett and Peter James, has been published. It
looks at an extensive bibliography which should
provide a unique source of reference for
researchers on British nineteenth century
photography.
Currently Occasional Papers are being made
available gratis to educationalists, researchers,
historians and curators. Individuals or institutions
wishing to be considered for inclusion on the
mailing list should write to:
Occasional Papers
School of History of Art & Complementary
Studies, Department of Art & Design
Birmingham Polytechnic, Corporation Street
Birmingham B4 7DX

William Kirby Consultant in Art and Design for
the Blind and Partially Sighted

The Consultancy offers suggestions to art galleries,
museums, educationalists, theatre and concert
managements, guides to the built environment,
ARLIS Union List of Microforms on Art, Design churches and cathedrals, shops and retail outlets
as well as to the blind and partially-sighted, their
and Related Subjects
organisations, social workers and friends and
voluntary support groups. These will show how
A recent feature of art publishing is the
the selection and presentation of work and
production of art research collections in
material involved in visual experience can be made
microform format. However, being outside the
more available.
legal deposit remit, microform is one of the
greyest areas of art literature. The spiralling costs
Curators, directors, managers and their staff
of conventional printing and the accompanying
can be visited, and recommendations made on the
technical advances in the quality of microform
servicing of both permanent and temporary
reproduction ensure that this particular format is
collections as well as special exhibitions and
likely to become even more important. Yet
events. Lectures and seminars can be arranged to
existing listings of art and design microforms are
interested groups of the visually-impaired or those
often bibliographically incomplete and individual
who serve, help, guide or support them. Enquiries
publishers catalogues are often the only guides to
a n d / o r comments are welcomed from those
what is available.
individuals or organisations, professional or
amateur, which are concerned with this kind of
In order to provide a single comprehensive
listing of relevant Art and Design sets (as opposed work. Correspondence is invited from anyone who
is engaged in this kind of activity — or would
to straight forward monpgraphs or periodicals
reprinted in microform) ARLIS has compiled full wish to be — so that the service might be
integrated and co-ordinated thoroughly towards
details of more than 250 sets currently available
the fuller achievement of the life-enhancine
and plans to record their locations in British and
qualities of the visual arts.
Irish libraries. The final Union list will be
published late in 1987 and will be published on
similar lines to the highly successful ARLIS Union For further details, please contact:
list of Periodicals in Art, Design and Related
William Kirby, 11 Eastgate Street,
subjects shortly to be published in its 3rd edition. Winchester S 0 2 3 8EB Tel: 0962 54003

Surviving Records of the Burlington Fine Arts
Club
A member has written to the Editor seeking
information concerning the location of any
surviving records of the Burlington Fine Arts
Club. Her specific interest is in two members of
that organization, Robert S. Holford and his son,
Sir George Holford.
If any member can be of assistance, please
contact:
Leslie Morris
Curator, History & Bibliography
The Rosenbach Museum and Library
2010 DeLancey Place
Philadelphia PA19103
USA

THE ASSOCIATION OF IRISH ART
HISTORIANS
Review of the past year
The Association of Irish Art Historians has just
concluded an active session 1986-87. In recent
years there has been a growing interest in Irish
watercolours and on 18 October 1986 the
Association organised 'A Day of Watercolours' at
the National Gallery of Ireland, (attended by 103
people), with lectures on Turner, collecting Irish
watercolours, sketching clubs in 19th century
Ireland, the role of watercolour in architectural
presentation (an 18th century Dublin example),
and the watercolour collection of the Ulster
Museum Belfast; there was also a visit to the
Prints and Drawings study rooms of the National
Gallery. An important recent development in the
Dublin art world has been the renovation of the
17th century Royal Hospital Kilmainham,
designated by the Government as a centre for arts
and culture, and as exhibition space for the
decorative arts section of the National Museum of
Ireland. The Association visited the building on 6
December 1986 and had lectures on the
architecture and the collection of early portraits
still in the building. The Association also visited
the unchanged early 18th century Library at Dr
Steevan's Hospital nearby. The National Museum
has recently opened a completely redesigned
Treasury to display its superb collection of ancient
Irish metalwork; the Museum was opened specially
on the evening of 26 February 1987 for a visit of
the Association with lectures. The year ended with
a weekend visit from 24-26 April to the medieval
town of Kilkenny with a walking tour and various
lectures on the architecture, and town
development, the original painting collection of
the Dukes of Ormond and the new Butler Gallery
of Modern Art. It also included visits to Kilkenny
Design Workshops (Builer House), Jerpoint Abbey
and the abandoned medieval town of Kells.
Dr John Turpin
outgoing Chairman 1983-87

SCOTTISH SOCIETY FOR ART HISTORY
The Society was formed to provide in form for
exchange of views, research and information for
all those interested in Art History in Scotland and
all those interested in Scottish Art History and our
membership includes teachers in schools, lecturers
in art colleges and Universities, museum and
gallery curators, artists and enthusiasts. Our
programme is intended to be wide ranging in its
interest. Many of our members are members of
the AAH and we do not intend to be a competitor
to it.
Membership costs £7.50 per year.
A one-day conference on Scottish Decorative
Arts is to be held at the Hunterian Art Gallery,
University of Glasgow, on Saturday 14 November.
For further details please contact:
Martin Hopkinson
75 Clouston Street
Glasgow G20

FORTHCOMING EVENTS
Lancaster University German Society
In Autumn of this year, the Lancaster University
German Society, in conjunction with Visual Arts
and German Studies Departments, is proposing to
host a festival on Kurt Schwitters. The festival is
to commemorate the centenary of the artist's
birth.
The festival would be centred around a weekend
of activities, including a series of lectures, a recital
of his poetry and possibly an exhibition of his
work.
Members are invited to submit proposals for
illustrated lectures.
For further details, please contact:
Lars Simpson
University of Lancaster
Department of German Studies
Lonsdale College
Bailrigg
Lancaster LAI 4YN

ARLIS UK & Eire Education Course in Slide
Curatorship
The Visual Resources Committee of ARLIS/UK &
Eire is organising a three-day course for slide
curators to answer a serious need for information
and training in this area. It will deal with a variety
of topics: staffing and management of slide
collections; photography and production of slides;
organisation and administration of slide
collections; automation, new technology and its
applications; commercial sources for slides; and
the various problems associated with slide
curatorship eg. copyright. The course will involve
formal lectures and workshop sessions, exhibitions
by suppliers and manufacturers, and visits to
various slide libraries. The venue will be in
London and the date will be some time in
September 1987.

As yet arrangements have not been finalised but
if you are interested and require further details or
would like to be added to the mailing list for
application forms please contact Hans Brill,
Chairman of the ARL1S/UK & Eire Visual
Resources Committee and Librarian at the Royal
College of Art, Kensington Gore, London SW7
2EU (Tel: 01-584-5020 Ext. 318).
The Museum Documentation Association
This Association is holding an International
Conference on Collections Management for
Museums from 26-29 September, in Cambridge.
There will be a distinguished panel of speakers
from Europe, North America and Australia. The
subjects covered will include surveys of collections
management systems and practice, system design,
the role of professional groups, procedural and
policy developments in individual museums,
training and advisory developments, consultancy
support for museums and vendor/user forum.
For further details, please contact:
The Museum Documentation Association
347 Cherry Hinton Road
Cambridge CB1 4DH
The Historical Association
Staffordshire Weekend
Friday llth-Sunday 13th September 1987
Tillinaton Hall Hotel, Stafford
This event is specially planned for the Historical
Association and escorted by Myrtle Ellis, Lecturer
Victoria & Albert Museum and NADFAS.
On Friday evening there will be a Briefing The
Lichfield Connection. During the weekend a local
coach takes us on an exclusive visit to
Shugborough Hall, seat of the Earls of Lichfield
where items from reserve will also be seen. We
have a special tour of the historic City of
Lichfield with its three spired Cathedral, Samuel
Johnson's Birthplace and Heritage Centre. On
Sunday morning we have a private opening of
Eccleshall Castle, now the Carter family home
once the site of the residence of the Bishops of
Lichfield.
Residential terms include two nights
accommodation in twin room with private
bathroom, TV, tea/coffeemaker, English
breakfasts, dinners on Friday and Saturday
evenings, Sunday lunch, programme, visits,
admission fees and local coach. Single rooms
available with £8 supplement.
HA MEMBERS £89 NON-MEMBERS £93 per
person.
For further details please contact:
Myrtle Ellis
PO Box 93
London NW4 3DW
Silver Study Group
A Silver History Society founded by enthusiasts to
further their knowledge after following a Victoria
& Albert Museum Course.
Its aims are to encourage interest in silver and
its research.

It meets monthly with visits, lectures, special
views and conferences around the country.
The newsletter gives advance information of
events, reports on past activities.
Annual subscription: £6
Apply with S.A.E. to:
The Silver Study Group
PO Box 93
London NW4 3DW
DIVERSIONS

There were no correct entries to the competition to
identify the sources of the Tom Phillips' poster.
For a summer diversion, competitors are invited to
identify the author of the following scene.
'Ewbank'd inside and Atco'd out, the English
suburban residence and the garden which is an
integral part of it stand trim and lovingly cared
for in the mild sunshine. Everything is in its place.
The abruptness, the barbarities of the world are
far away. There is not much sound, except
perhaps the musicial whirr and clack of a mowing
machine being pushed back and forth over a
neighbouring lawn and the clink of cups and
saucers and a soft football as tea is got ready
indoors . . . It is almost a windless day. The
leaves of the Virginia creeper (ampelopsis veitchii)

which climbs the rough-cast wall just behind the
window of the best bedroom hardly stir and even
the birds only hop — and flutter a few feet in the
air, and hop again — along the ornamental ridge
of the red-tiled r o o f .
Please send your answers to Quizmaster,
c/o Editor of The Bulletin.
ADVERTISEMENTS
Art Information
Art information commissions graduate art
historians to undertake research. If you are
available for freelance research, please send your
CV together with information you might wish us
to have on your special subject knowledge and
research expertise.
Art Information
92 Gt Russell Street, London WC1B 3PU
Leeds Polytechnic
MA in Art History (Part-time)
A new course in Art History recently validated by
CNAA. The course is part-time over three years
and recruits every other year. The new course
begins Autumn 1987.
Further details from:
Ben Johnson
Department of Visual Studies
Faculty of Design and the Environment
Leeds Polytechnic
Calverley Street
Leeds LSI 3HE
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