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New Historiographies of Irish Art:
Theoretical Innovations and Re-readings
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SUZANNA CHAN & HILARY ROBINSON

University of Ulster

he need to scrutinize the selective operations of the traditional institutions of art history are acknowledged.
Critical historiographies developed from the ‘new art history’, political, post-colonial and interdisciplinary
approaches are increasingly being brought to on arena of scholarship on Irish art and art history, yieiding
innovative new interpretations and constructing vitol contexts. This session will be a platform for critical
analyses curnrently used to ariculate and examine lrish visual art, visual culture and its institutions and histories.
How does current scholarship examine discourses of ant histery and theorize works from contemporary and earlier
periods in the history of art and visual culture of Ireland? Can museums and galleries be witnessed to engage with
and practice self-reflexive modes of display, collection, curatorship and representation? Are inter-disciplinary
approaches providing the means fo address art history’s discourses of canon formation and to adequately

theorize works of art

HILARY ROBINSON

School of Art and Design, University of
Ulster

MICK WILSON

Institute of Art, Design and Technology.
Dun Laoghaire

Why Would You be Against the
Poor Oul Qirish?

CHRISTA-MARIA LERM HAYES
University of Ulster

Island Thought: Oscillating
Perspectives on ‘Irish Modernism’

PAauLa MURPHY
University College Dutdin

The Dramatic World of the Irish
Woman Sculptor.

Introduction and Contextual Discussion

his paper will seek to address the interests (explicit and implicifyin the

construction of a discourse on contemporary visual arts and visual cutture
through the frame of *irishness’. Specific reference will be made to the curatorial
strategies of IMMA, and key international programmes: e.g. PS1, Venice. Sao Paulo.
These will be freated in conjunction with a critical re-evaluation of the recent
discourses elaborated around such strategies and programmes. The paper will
conclude by arguing for a refusal of ‘lrishness’ as a key paradigm of scholarly
enguiry with respect to visual arts and visual culture (even while accepting that
such a paradigm may seek to take account of the attempted theoretical
reconstruction of identity discourses of the 1980s and 19%0s).

sland thought, a ferm borrowed from Rodney Graham seems to describe aptly a

tendency within ‘modernist’ Irish art and art crificism (e.g. Dorothy Walker) 1o
reach an oscillating almost-mediation between rmodernist formalism and {Jrish)
content, The latter's presence and the fime delay involved have rendered such art
and its crficism un-modernist and cutside of the cancn. Only now, with some
distance from the roots and sources of post-modemism are we apprediating views
on visual art that can encompass these seemingly opposed perspectives,

Georges Didi-Huberman has described seeing as paradoxical. Only that which
‘looks at us' or concerns us assurmes importance, buf we still must — and do — see

what we see for its own (farmal) quclities. These ways of seeing cannot meet, but
they oscillate and cannot be withaut one another.

Didi-Huberman's orgument in Ce gue nous voyons, ce qui Nous regarde departs
from Joyce's Ulysses, more precisely frorm Stephen Dedalus' island-bound and
outward locking thoughts on Sandymount sfrand. He gazes at the seq, and reflects
on its oscillation. It also oscillates in his mind; appears formally as the sea andisin
the next instant symbolic of his dead mother. Joyce himself mediated between
modernist formaiism and as yet unformulated post-modemist confent- and context-
focused practices. He and art ingpired by him establish such an oscillating
mediation that Didi-Huberman only metaphorically connects with him. This quasi
mediation can be found in many manifestations of Irish culture.

Tom Kikoy's play The Shape of Metal has as its centfral character a sculptor, Nell
Jeffrey, who is both lrish and a woeman. Aged 82 at the time in which the play is
set, her life spanned much of the twentieth century. Written for and performed in
the Dublin Theatre Festival in 2003, and presented at the Abbey. Ireland’'s national
theatre, the play was set in the sculptor's studio. That the character of Nell Jeffrey is
not based on any one sculptor, while loosely associated with several, permits
discussion in the text of feminist issues within the art world generally. In the course of
the play the author acknowledges the difficulties experienced by women who, like
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Jeffrey, pursued a career in sculpture. Literary usage of the world of sculpture has in
the past more usually been confined to fiction and poetry, however, the stage has
not been excluded. Henrik Ibsen, for example, addressed this subject matter long
before Kilroy in When We Dead Awake (1899). However, Ibsen's sculptor is male
and his depiction of the ‘man sculptor' suggests hero, while there is little of the
heroine about Kilroy's ‘woman sculpfor'. The sculptural process and the shaping of
a dramatic text, are not dissimilar, and it is of interest to examine the figure that is
carved out by Kilroy in the play. to explore to what extent issues of Irishness,
womanhood and Post-modernism are a concermn in the text and to situate his ideas
in the world of art in ifs Irish context at the beginning of the twenty-first century.

ecently, with a combination of increased funds and a welcome confidence in

Ireland’s variegated history, a policy on national portraiture has been
arficulated. Assisted by funds from corporate Ireland, a series of poriraits of
prominent Irish persondlities has been commissioned and exhibited by Dublin's
National Gallery of Ireland. The first was Mark Shields's portraits of Mary and Nicholas
Robinson, unveiled in December 1998; the latest is a portrait by Louis le Brocquy of
the inferational pop star Bono. It is o be welcomed that a revived National Portrait
Gallery display in the National Gallery of Ireland will now attempt to convey the
confusions and frustrations, as well as the engaging complexities, involved in
aftempting to define the national portrait. This paper will explore the role of the
portrait in today’s Ireland. The paper will focus on whether portraits sfill play a
national role in a nation's portrayal of itself. A small number of painted figurative
portraits from the past quarter century will be examined to see if they maintain the
positivist message that led to the foundation of the National Portrait Gallery, London
in the 1850s and the subsequent creatfion of a national portrait collection in Dublin
in the 1880s. In the light of history, the key questions are, what is the status of the
portrait today and has it a role in articulating the nature of contemporary Ireland?

n November 1913 William Orpen dispatched a recently completed canvas

entifled Sowing New Seed for the Board of Agriculture and Technical Instruction in
Ireland, (Mildura Arts Centre, New South Wales) to the winter exhibition of the New
English Art Club in London. Most reviewers of the exhibition avoided it. Even in ifs
own day, it was regarded as an odd and inexplicable work - o such an extent that
when it finally came to rest in 1927 on the edge of the Outback, the painter had to
supply its new owner with an explanation - of sorts - of its contents. This paper is
concerned with frying to unravel the reasons why such an extraordinary painting
should have been produced in the first place and it attempts to rehabilitate it within

the emerging visual culture of the new Ireland in the years leading up to the Easter
Rising.

his paper explores the innovative use of found and fashioned inanimate objects

in the practices of Irish artists Alice Maher, Dorothy Cross and Abigail O'Brien as
disruptive of nationalised and romanticized notions of Irish and feminine identity. This
paper confributes to Irish feminist analyses of the complexities between gender,
nationdlist ideclogy and the symbolism of the subordinate notion of Mother Ireland
by highlighting and examining the phenomenon as a contfinuing paradigm. This
paper will identify the subversive use of inanimate objects in the artworks as symbols
and metaphors of ‘woman' as reproducers both psychologically and bodily, of life
and the nation. It will argue that by reflecting back the images and associations
posed in social constructs, the artworks do not perpetuate nationalist ideologies of
femininity and sexual difference but exposes their instability, thereby challenging
the paradigm. Through the enactment of multiple identities, the positioning of
women as central actors, and the transformative engagement with symbols and
metaphors; the artworks query the notion of a single knowable gender and identity.
This paper suggests that the innovations of these Irish artists negotiate new and
extraordinary spaces to conceive something undefined, locating positions and
spaces full of possibilities.

Ailbhe Smyth identifies the category ‘Irish' as that which determines what ‘Irish
woman' may be. While advocating the need to interpellate nation as a
determining concept, this paper asks if a monolithic, post-colonial category and
construct of ‘lrish woman', or ‘other of the ex-other'. has been configured in cultural
criticism. It argues that privileging ‘Irishness’ and positing it in terms of ‘othemess' is g
potentially homogenizing and exclusionary theoretical perspective.

Gold (1994) and Voiceover (1997) by Frances Hegarty. the case studies of this
paper. forefront the relational and shiffing nature of marginality and their legibility as

feminist interventions to gendered discourses of nation, ‘race’, migration and
citizenship is explored. Gold is read to deconstruct 'whiteness’ as gendered social
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construct, privilege and representational practice, in its forefronting of the figure of
fermale colonizer. Voiceover refuses the Constitutional construct ‘Irish woman® as
ethnic boundary marker and emphasizes dialogue and alliance, while maintaining
sight of women's asymmetrical positioning in relation to one ancther in discourses of
citizenship. Both works are used to test Jacques Derida's idea of ‘undecidability’, or
a strategic negotiation of political structures, as the textuality of ‘woman’.

major change in local culture has occurred in Belfast during the last half

century. The previously dominant bourgeois Calvinist Presbyterianism identified
with paternalism, religious and social certitude and what has been called the
Protestant work ethic was increasingly challenged and finally overcome by
nationalist and working class emergent or alternative cultures. Belfast developed
from a small Georgian eighteenth century provincial town founded and owned by
the Anglican Chichester family to become one of the Empire's leading industrial
and commercial cities of the Victorian and Edwardian eras. During the early
nineteenth century the Anglican (land owning) Ascendancy had been replaced by
an emergent culture imported by seventeenth- and early eighteenth-century
Scoftish seftlers. After World War | there followed a period of social and political
turmoil, industrial decline and urban decay. Regeneration of the city's fabric
commenced in the last quarter of the twentieth century. These periods of cuttural
and geographical change are reflected in the city's sculptural works. This paper will
examine the history of Belfast's political, religious and economic conditions and its
social relationships through the medium of public sculptural iconography and in
particular the relevance of modern public art within the changing cultural climate.

his paper considers John Hewitt's influential role as a critic and champion of art

in Northern Ireland and in particular his concerted efforts during the 1940s, to
define an authentically ‘Ulster’ art. With reference to Hewitt's copious writings on
art, politics and poetry, it will consider his championing of ‘Regionalism’, as a
solution fo sectarian conflict in Ulster, examine how his regionalist aftitudes
influenced his approach to Irish art and argue that his celebration of the Northemn
Irish artist, Colin Middleton was largely determined by the fact that Middleton’s art,
and the ideas that informed it, could be readily appropriated o the cause of Ulster
regionalism. By considering Hewitt's attitude to the work of Middleton in relation to
that of his Northern contemporaries Gerard Dillon, Dan O'Neill and George
Campbell. the aesthetic and ideological nature of Hewitt's notion of ‘Ulster art' will
be interrogated. llluminating parallels will also be drawn between Hewitt's ideas
and Herbert Read's concept of regionalism and in particular his analogous
construction of Henry Moore as the embodiment of the ‘Yorkshire' artist. The paucity
of writing on Irish art of this period necessitates an inter-disciplinary approach that
considers the extensive literary scholarship on Hewitt, Ulster regionalism and lrish
nationalism. Current theories of nationalism, regionalism and post-colonialism are
utilised in this study, not only in terms of Hewitt's attempts to define or ‘invent’ a
fradition of ‘Ulster Art’, but also through the deconstruction of the political, cultural
and religious ideclogies that informed his version of ‘Ulster art'.

his paper examines tensions between traditional and new approaches to art

history in Ireland. It cenires on a commission to write a history of conceptualism in
Ireland. It seeks to outline various challenges and difficulties faced in forwarding a
crifically informed art history within the given remit. At root, debate revolves around
the role of cultural institutions in shaping our ideas of an Irish art and the suitability of
existing models of practice to examine questions of national identity in Ireland.

here is no field of culture where the need and scope for developing public

interest is so great as in the visual arts, declared An Chomhairle Ealaion (1954-
55). However, shortly after the Republic of Ireland Act took effect, calls for
increasing public interest and achieving internationalism in art less generated the
vital art scene an independent nation deserved, than maintained Irish art's
subjection to former and recent political and cultural hegemonies. Undeniably, art
writers fostered hope for what Edward Said would have called a ‘third nature’, not
pristine and pre-historical but deriving historically from the deprivations of the
present. This impulse is what we might call cartographic (Said 1988). In topographi-
cally inspired language art writers cultivated a universalism not limited or coercive
(Said 1994). However, also they re-embedded Irish art in dynamics of dependence
(Said 1988) especially by disabling perspectives integrating place. history and self.
Indeed, in indiscriminately rejecting a geography of art (thatf) concems itself with
the ties between the arfist and the nation to which he belongs (Pevsner 1955) they
fostered ventriloquism of the latest mode (O'Doherty 1971) speaking from nowhere
in parficular (Nair 1996). One unforseen irony? Intemationailly, Irish art merely
enriched (with) local colour, the panorama of Modern Art (Mocsanyi, 1963).
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he presentation of research to an audience of one’s peers is an assential component of an art history
careor, Sludents planning to pursue such a career, be it academic, curatorial, or otherwise, are beost

FIHEATTHE

advised to begin sharing their work early. However, breaking into the world of academic conference
papers can be daunting to the postgraduate student.

The Student Session at the AAH is an open session designed specifically for the sharing of postgraduate research.
Postgraduate students in art history and art theory are invited to present summarios of their current research in the
formm of an academic conference paper. This session will provide a valuable opportunity for the discussion and
exchange of ideas in a friendly and supportive, yet rigorous, environment.

VICTORIA CARRUTHERS
University of Essex

Meeting in the *Middle Distance’:
Trying to Unravel the Imagery of
Dorothea Tanning

TERRI GEIS
University of Essex

Vovage to the Land of Speaking
Blood: Antonin Artaud and Maria
Izquierdo

CHARLOTTE ASHBY
University of St. Andrews

Concepts of Modernity and
Nationalism in Finnish
Architecture, 1895-1915

y thesis is focused on the long career of Dorothea Tanning and the ways in

which she uses the nctions of fluidity and flux to explore embodiment, the
emergence of identity and the recoenciliation of inner (psycho-
emaotional/intellectual), invisible (biological/spiritual) and outer (social) realities. My
thesis will examine the way Tanning creates imagery that incorporates both the
supernatural and ‘natural’ {biological) to visually describe the sippages and
pathways in between a number of possible redlities. For her, this is the ‘'middle
distance’, the centre, without beginning or end but the point where opposing
possibilities converge. Thus, the artist effectively collapses the boundary between
psychic and physical space, resulting in themes of emergence and entrapment,
However, the buik of Tanning's wark remains cuncusly resistant to traditional forms of
criticism or interpretation. Cormmentaries and analysis by academics, and by the
artist herself, reflect the strong use of metaphorical 'language’ redolent in her
paintings and scuiptures, It seems that Tanning s unwilling to illuminate further and |
argue that this is because she places the onus on the viewer, on his or har
imagination 1o ‘complete’ the picture and thereby undermines the noticn of an
authoral “truth’. This paper examines these ideas and how the artist wishes to
canvey her own imaginative experience in a direct way, unmediated by rational
and, possibly. interprefive conventions.

D eeply disilusioned with the ‘rot’ of European culture, in 1936 Antonin Ariaud
made a joumney to Mexico in what he termed a 'voyage 1o the land of
speaking bicod'. Upon encounterning the oneiric watercolours of Maria lzquierdo,
Artaud believed he had found cne rare manifestation of the indigenous spirit, In
keeping with his fascination for the ‘red soul’, Artaud's essays on lzquierdo
ofginated the view of her work as a primeval vision of Mexico constructed of bumt
sail, volcanic rock, and primitive blaed. The criticism which has subsequently been
levelled against his interest is that which is commaon against European explorations
of other cultures: he is viewed as a coloniser/tounst who misunderstands, exoticizes
and dominates his subject. However, while Artaud's interpretation of lzquierdo was
certdnly coloured by his own desires and interests, his theores on ‘Cruelty’ and his
infensive fixation on the bady influencead the production of Izquierde's most
powerful images. lzquierdo, in tumn, helped to shape Artaud's mythical visudlization
of Mexico. Thus it is possible and more productive 1o speak of an artistic
collaboration between Artaud and lzquierdo, which this paper will explore by
tuming to his words and her images.

his paper will examine the interaction between concepts of ‘'modemity’ and the

‘naticnal’ in Finnish commercial architecture around 1900. The twenty years
between 1895 and 1915 was a phase of considerable ferment anag experimentation
characterized by a rapid transition between architechural styles, from the style igter
termed National Romantic, through on exploration of Jugendstil forms, to a renewal
of interest in classical form. Traditional thinking has placed a lot of emphasis on the
search for a National Style in this period, though contemporary research is
increasingly suggesfing that issues of modemity and the ‘up-fo-dateness’ of

architecture may well have been maore pressing concerns for professional
architects.

The paper will particulany focus on the work of Vilhe Penttiid for the Kansallis
Csakepankk (National Share Bank). This is a body of work in which national
concems could be expected to dominate, as both the architect and the
commissioning institution were public in their declaration of their Finnish identity.
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However, examination of the buildings produced indicates that the expression of
such sentiments in architecture was a more complex matter. The role played by
ideas of ‘Finnishness’ and ‘up-to-dateness’ in the development of Penttila's

commercial buildings will be looked at in the context of similar themes in the work of
his contemporaries.

he city of reason and progress as theorized by the engineers of modermnity was to

constitute an urbanism of the present moment, one that exorcized the ghosts of
the past and induced a kind of forgetfulness about mortality, decay and the future
perfect ruin of humanity's creative projects. Yet all the death and destruction
suffered by the city that had been through World War Il surely ruptured the grounds
of this ahistorical utopianism, making it all the more fraudulent to go on building as if
the dead did not exist. With reference to the more sensitive practices of certain
late-modernist architects (and artists), this paper will look at how death — be it in the
symbolic form of a cemetery, monument or ruin — was gradudlly reinscribed info the
post-war landscape, how the virtually hitherto buried problems of history and
memory resurfaced in regard to the architecture of the city, how those problems
were ultimately and most acutely manifest in the trope of the fragment. For many,
the fragment's evocation of the ruins of history offered a means to reappraise the
meaning of the old and undemine the avant-garde's rhetoric of the new. Denoting
a condition of incompleteness, disorder, ruin, even decay, the fragment became a
vehicle for reflection on those things that monumental architecture was always
intended to still, namely the passage of time, ephemerality and loss.

y paper will offer a crifical history of the role played by artists within the

London County Council's ‘Patronage of the Arts' scheme from 1956 onwards.
My research will be presented in the form of an investigation into the work of two
distinct strands of artists; designers that were employed by the Council as
‘decorative consultants’ and artists that were commissioned to make specific
pieces of work.

In my presentation | will examine the processes that were involved in planning and
implementing the artworks and what impact the consultation procedures had on
the final outcomes. | will show how the crifics, and the public it was made for
received the work.

Most artworks took the form of murals, sculptures, relief walls or site-specific pieces
using the relatively new materials of concrete and fibreglass. | will analyse what
techniques and materials were successful, revealing what happened to pieces

subsequently, and relating if the artworks' fate was reflected in the prestige of the
artist in question.

I will assess the contribution made by the work of this period on art practice today.
as the effects of Post-War Britain become a distant part of history.

he glossy men's magazines that form the interest of this study are a trade

situated in the alliance of social elitism and representational control over the
female body, an alliance quintessential of many canonical ‘erofic' artworks. Since
the objectification of the female body is frequently deemed to be socially
‘acceptable’ in canonical erotic artworks (both painterly and photographic), these
works have become a kind of reference material for glossy men's magazines that
wish to ennoble their objectifying imagery.

Against the backdrop of post-modermn discourse, this paper proposes a new
taxonomy, situated somewhere between pornography and so-called erotic art,
that implicitly reveals both the ‘pormographic’ (objectifying, subordinating) and
‘erofic’ (stylised. intellectualised. *arfistic') strains of glossy men's magazines.
‘Gentlemen's pomography’, as the new taxonomy is called, is infroduced into the
established parlance of sexual representation, to refer fo both canonical erotic

painfings of women (such as Manet's Olympia) and to contemporary glossy men's
magazines (such as GQ).

This paper examines the aesthetic principles used by GQ to elevate its contents
through an implied association with art. GQ's artistic or stylised savoir faire, it is
argued, not only obscures the obscenity of the magazine (through its association
with art), but also heightens the empathetic experience of the reader, thereby
mimicking the modernist notfion of ‘aesthetic experience’'.
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n 1975, Barthes, in Roland Barthes by Roland Barthes, draws on the French word

for film, pellicule, to claim that the film is ‘a continuum of images'. ‘a skin without a
puncture, or perforation’, a ‘garrulous ribbon'. At around the same time, the
discourse postulating the homology between cinema and consciousness —
although articulated since the inception of cinema ifself (see for example Bergson's
Creative Evolution) — reaches one of its points of highest intensity and diffusion,
informing the theoretical writings of Baudry and Metz, as well as much cinematic
practice and crificism. The emphasis. with Bergson and Baudry, is on the power of
the cinematic to recreate a continuum — indeed, with Baudry, to ‘repress’
discontinuity and sfiliness. In this paper, looking at Hollis Frampton’s Zorns Lemma
(1970) and Michelangelo Antonioni's Red Desert (1964) | will explore the ways in
which the cut, making the *garrulous ribbon' hiccup. can be brought to the surface
and foreground of cinema in order to embody a model of consciousness as
intermittent and syncopated.

econsidering the visual and verbal near-eastern travel narratives of painter and
parricide Richard Dadd reframes the artist as a noteworthy participant in

nineteenth-century Orientalist artistic production, challenging the stereotypical view
of him as mad Victorian fairy painter.

Whilst this approach provides a focus for discussing the connections between travel
narratives and the discourses of orientalism and imperialism, this paper goes further
in also reflecting upon the psychological as well as the political motives for travel:
the deep desire, franscending economic imperatives, not only o make the joumey,
but also to record and represent it in some form. Such projects often, however,
engender anxiety in the individual when tracking the footsteps of others who have
already recounted their journeys. This has been described as the ‘hauntedness' or
‘belatedness’ of travel. Dadd experienced this sense of belatedness when following
the beaten frack to exotic sites already haunted by the presence of accomplished
artist-travellers and attempting to equal or even surpass their celebrated accounts.

The over-arching aim here is fo make a case for the value of a fully contextualized
biographical approach to art history. Mapping an individual's path through history
uncovers much about the social and cultural structures within which they and their
work are constitfuted.

! am examining the work of Lin Fengmian (1900-1991), whose paintings

demonstrate issues of modernism and hybridity through his creative and original
approaches to the use of Western technigues and styles in fwentieth-century
Chinese art. He represents modemity by juxtaposing existing cultural forms with styles
originated in Europe, particularly Paris. It is crucial to analyse the question of style,
partficularly the use of colour in order to explore the nature of art and the role of the
artistin Modern China. | plan to scrutinize the idea of preserving fradition and argue
that it could be reformulated and that culture and identity are mobile and
confingent. | will conclude that Modern Chinese art is not the anfithesis or the
analogue of Western art and that the discourse of modemism should shiff from its
occidental centre for a more open and ambiguous interpretation.

/\ ccording to standard histories of twentieth-century American art, modemism
~ \sweeps in a single stroke from the figurative paintings of the 1930s, to the

spontaneous gestures of the Abstract Expressionists in the 1940s. Few chronicles of
the period suggest the presence of an abstract art community in the thirties, and
when they do mention absiraction, it is only to tease out those threads that provide
confinuous connections with the seemingly ineluctable emergence of the New York
School. Within this framework of art-historical remembering, the geometric abstract
paintings of the thirties have been denigrated and dismissed as without historical or
aesthetic importance.

Following in the wake of revisionist studies that map the connections between
politics, ideology. and the dynamics of modernist cultural memory, this paper will
examine the historical and critical positioning of thirties’ abstract geometry. It will
address gquestions surrounding why this visual vocabulary became increasingly
unacceptable toward the end of the decade and remained unequivocally
rejected in American art uniil the 1960s. This paper will also explore how modernist
constructions of the past, particularly as evinced during the period of post-war
cultural reconstruction, disclose much about the contemporary pricrities that have

sustained the predominant position from which histories of American art have been
written.
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From Brussels to Aix via Paris and
Rome: Jean Daret, a Seventeenth-
Century Artist

IRENE WILKINSON
University of Essex

Hieronymus Bosch - Visions of
Belief

ean Daret (1613/15-1668) is one of many artists who had successful careers in

provincial France during the first half of the seventeenth century. Today, he is
known especially for his decoration of the staircase in the Hotel de Chateaurenard
(1654) and for paintings such as the Guitar Player (1636, Aix-en-Provence, Musée
Granet) or the Conversion of $t. Paul (1640s Clermont-Ferrand, Musée des Beaux-
Arts). These show both the influence of his native Flanders and of Italian art.
Although he has been the subject of several publications and his works are often

included in exhibitions, Daret's artistic development and milieu have not been
studied in depth.

After training in his native Brussels, Daret travelled to Paris and Rome to complete his
education. Around 1635 he settied in Aix, where he remained for the rest of his life
except for a sojourn in Paris in the early 1660s. While there, he became a member of
the Académie Royale and worked for the King at Vincennes, as well as producing
drawings for engravers. Daret is of particular interest because of the variety of his

patrons, the mix of influences on his style and especially the modemity of his work
for its ime and place.

?v* y thesis centres on the, seemingly, religious ambiguity in Hieronymus Bosch's
IV work. | am challenging the theory that the artist was a heretic, belonging o a

secret sect, who used his paintings as a vehicle to promote highly controversial
views.

|, therefore, propose o present a paper which examines one of the main sources of
inspiration for Bosch and ultimately provide the underpinning for my argument. The
source in question, which shaped the perception of the medieval mind throughout
Europe, was also used as a weapon against heresy. Furthermore, | believe that it
inspired such works as Dante's Divine Comedy. The main focal points will be the
migration of images and their meaning which evolved from the large number of so
called 'visions' such as those of St Patrick and Tundale for example. It will include
the comparison of texts and illustrations relating to the visions with Bosch's own
imagery.



Endgames: Arts and Rituals of
Victory and Surrender

MARGIT THOFNER
University of East Anglia

ANGELA WEIGHT

Imperial War Museum

he raising of flags and toppling of statues are common rituals of military victory in most parts of the world.

The aim of this strand is to explore the role of art, emblems and other objects at moments of victory and

surrender within a broad historical and cultural perspective. This may involve investigating the role of official

govemment artists ~ for example, Diego Velazquez - in giving visual form to moments of conquest and
surrender. It may also involve an analysis of the rituals that mark these tense and sometimes violent mements.
Victory parades, the enforced giving of gifts, the destruction of statues and state buildings such as prisons,
ministries, archives and museums, are dll aspects of the enactment of victory and surrender.

JOHN MITCHELL
University of East Anglia
Blackened Epitaphs: The Sack of

San Vincenzo

MARGIT TH@FNER
University of East Anglia

Taking Antwerp: The Fall of a
Maiden City

CORDULA VAN WYHE
Cambridge University

The Siege of Breda and its
Propagation: The Brussels Court
and the Aftermath of the Bartle

© an Vincenzo al Voltumo, one of the great monastic houses of early medieval

Italy, was sacked on 10 October 881 by a raiding party of Saracens operating in
collaboration with the archbishop of Naples. The monks put up a stiff resistance but,
after their lay servants had deserted to the atfackers, they were soon overwhaimed.
According ta Chronicon Vulturnense, which records the event in considerable
detail. 500, possibly 900, of the monks were killed. The remainder fled 1o their nearby
castellum. From there the survivers made their way cown the river Voltumo to exile
in Capua. After the sack, the Saracens leoted the freasury and threw the
monastery's stores into the river. Their leader, the noforious Sawgdan. saf in fiumph
amidst the ruins of the burning monastery, censed by liturgical thuribles taken from
the abbey church and drinking wine from a eucharistic chalice. This paper will
consider the archaeclogy of the destruction and pillage of San Vincenzo.
Excavations over the past 20 years have shown that the Saracens not only targeted
the fabric of the monastic churches and buildings. They also knowingly and
systematically set about throwing down and desecrating vital visual symbols which
lay at the heart of both the individual identities of the monks and the self-definition
of the community.

T his paper will focus on the material and symbolic roles played by the urban

i fabric Auring one particular ftual of conquast: the friumphant entry into the City
of Antwerp performed by Alessandro Farnese, Duke of Parma, in August 1585. On 17
August 1585, after a gruelling siege, the city of Antwerp had capitulated to Famnese,
the leader in Flanders of the armies of King Philip II of Spain. This was the cuimination
of a conflict inifiated two years earlier, when the Antwerp magistrature had formally
deposed Philip as their ruler and installed the French Duke of Anjou. In February 1582
this was formally celebrated with a magnificent *Joyous Enfry’ procession through
the streets of Antwerp. The French Prince was féted as the heaven-sent saviour of
the city from the putative tyranny of Philip. But, two and a half years later, the hopes
exprassed in this ceremony were deliberately extinguished by Farnese, who forcibly
entered the city of Antwerp through the same city gate and along the same route
as Anjou. ! shall argue that, during Famese's friumphal procession, Hoth the existing
civic fabric and well-established civic traditions were orchestrated to perform an
act of symbolic sexual violation. The chief purpose of this was to subvert and render
invalid the fransfer of power to Anjou. But it was alse a highly tangible humiliaiion of
the vanquished. "Antverpia’, a city which had never before yvielded to siege, waos
architecturally and ceremoniclly deprived of her maidenhood.

" he name of the Brabantian fown of Breda. founded in the eleventh century, is

! now synonymous with one of the most dramatic episodes of the Thirty Years'
War. The prolonged siege and final capture of Breda by Spanish frocps in June 1425
represented one of the most significant setbbacks to the Dutch cause durng this
decade. The well-known painting by Velazquez, celebrating the virtue of the
conqueror and the defeated through a depiction of the sumender of the key to city
after the actual battle, has been ranked one of the maost significant visual accounts
of the fall of Breda. In this paper, however, | shall challenge this generally held belief
by focusing on hitherto neglected engravings commissioned in the affemath of the
battle by leading members of the Brussels court, By examining these images and
the netwaorks of people involved in their creation. this paper represents the first
rigorous discussion of the impact of the Habsburgs' successful siege of Breda on the

polifical self-definifion of its main protagonists and on the symbolic strategies of the
Brussels court at large.
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M any people still associate the Dutch schoal of palnting of the Gaolden age with
i Genre paintings. Whether they are right in doing so or not, they probably
have in mind a painting such as Jan Vermeer's The Milkmaid — smal painfings
depicting an interior with an introverted and peaceful scene concentrafing on the
figure of the middle-class Dutch woman. It may therefore be surprising to realize
that many seventeenth-century Dutch Genre paintings represent a whole different
subject matier and atmosphere. A different kind of Genre paintings was also very
popular in the Dutch Republic, that is, paintings concentrating on the life of soldiers.
A recurrent motif in many of these paintings is that of an officer and soldiers
humiliating begging hostages. Soeme of these molasters are laughing knowingly af
their contermporary viewer, sharing with him their sadistic pleasure. This behaviour is
strange and even disturbing to a twenty-first-century viewer, faking in consideration
that these painfings functioned as a form of entertainment. In this paper | will
examine the visual sources of this genre, its characteristics and appeal.

his paper explores the formation of the colonial gift in India. In an era of warfare,

espionage and indirect rule, victory and surrender must be reconsidered through
ironies, subtieties and failures. Indian and British sccieties generated giffing practices
that could not be reconciled in the cdonial encounter, Mughal political cuiture
emphasized the importance of jewels and land grants, however the British abuse of
this fradition stimulated the colonial construction of a ‘hybrid' image-gift. Although
in Britain public men exchanged portraits, colonidlists abused this practice. They
dispatched British painters to courts under direct/indirect colonial rule but they did
not offer their likenesses in retfumn, expecting Indian rulers would pay for their own
likenesses to be sent to the East India Company as ‘tribute’. Pressurized to
acquiesce, nawabs played the Company at its own game. Firstly, they used the
deferral of payment as resistance; secondly, they deliberately gifted their British-
painted likenesses 1o colonial officials to distract western eyes away from their own
ideas of what constituted 'inclienable possessions': Persian and Mughal art, Such
agonistic uncertainties surrounding the dissermination/appropriation of colonial art
underscore the ambivalence of image agency in colonial victory and surrender.

his paper will examine the display in France of abjects looted from the Yuanming
I Yuan imperid palace outside Beijing in 1860. These treasures, including

decorative, artistic and religious objects, were given 1o the French Empress by the
army and installed during the 18580s in a special 'Chinese Museum' at
Fontcinebleau palace. The paper will first briefly sketch the military context of this
frophy display. including the Franco-British military expedifion to Beijing, the loofing
of what was the Emperor’s main residence. and the Brifish army's razing of the
palace o exert extreme diplomatic pressure. Drawing on a variety of sources, many
previousty unpubiished, the paper then makes three arguments: (1) that in the act
of selecting objects for their Empress, French officers radically transformed those
objects’ vatue, negating the meanings attributed by indigencus symbolic systems
and appropriating them under European discourses of imperial palitics and
internafional relations: (2) that in displicying these treasures at Fontainebleau — a
French parallel to Yuanming Yuan - the French Empress implicitly defined China's
royal hertage as an equivalent o France's own; and (3) that this selection, display,
and subsequent reception of Chinese oot was not simply an Crientalist exercise of
physical and symbohc power but a more subtle process of equating, negating, and
then reconstituting Chinese imperial culture in order simuitanecusly to destroy
China's polifical prestige and enhance Napoieon IIlI's own imperial aspirations.



Choices and Change in Exhibitions

JULIAN BROOKS CAROLINE CAMPBELL
Ashmolean Museum National Gatlery

vor the last fwenty years exhibitions have changed considerably as museums and galleries have

approached the commercial and curatorial desirability of ‘blockbuster shows and new displays of old

objects. A wide range of choices has to be made in the process of organising an exhibition, on scale

and funding, and many other issues. Pressure exists on any museum or gallery to have a full and
diverse programme of exhibitions, often placing strains on infrastructure and necessitating prioritization.

This session aims to examine the choices that have to be made within the scope of exhibitions, their catalogues
and displays. What pricrity should exhibitions occupy for institutions, in terms of space and funding? Choices
abound in what the show can include, and the extent of loans that can be requested. What works should or can
be included or excluded? What criteria are used to select them? What role is there for loans? What factors
influence musaum decisions to lend or not lend to a show?

Choices must also be made for the exhibition catalogue. To whom should they be addressed and what is their
role in the context of the exhibition? Are they an opporiunity to publish detailed research in the field, to examine
scholarly problems beyond the show, or to act as a ‘virtual show’ to take home? A diverse range of types of
catalogue has been explored, from the pamphlet to the 'door-stop’. Potential papers will be welcomed on any of
these issues, from a wide range of disciplines and related professions.

ELIZABETH A. PERGAM n a session devoted to the questions raised by the blockbuster imperative
. . : operating in the museumn world of the twenty-first century at a conference
The National Gallery of Art. Wasnington themed 'Old/New?," it may be useful to examine the Manchester Art Treasures
Britain’s First Blockbuster: Exhibition as a key prototype of the modern blockbuster. | believe itis necessary to
M hester's Mod o 1857 look at the origins of the blockbuster phenomenon not only 1o provide a historical
anchester's ermity 1n

context, but to show that many of the complex issues raised by exhibifions foday
were confronted by the Mancunian Executive Committee and their officers.

My paper will show that the Art Treasures Exhibition was an event unprecedented in
the history of art in Britain, Its innavations not only reflected the curment museclogical
debates, but also influenced the future course of museumn display and exhibifion
practice. | will argue that one of the maost important results was that with the
expansicn of the sccio-economic profile of the mic-Victoran audience {one of the
official goals of the organizers) a new type of mediation of the objects on display
had to be developed. It was at Manchester, | believe, that the role of curator, as
we understand it foday, was tested.

EVDOXIA BANICTOPOULOU P ost-industrial societies in Eurcpe and America have in the past 30 years

) L experienced an upsurge in their cultural infrastructure. This is mainly expressed
Central 5.50'”* Marfin’s College of Art through the creation of new, flagship moderm and contemporary art museums.
and Design. London These high-profile, city-branding projects are in many cases the products of
Totally regenerated? Modern and elaborate urban regeneration plans and become the main agents for the

development of cultural tourism in their respective areas. They are, therefore,
Contemporary Art Museum important stakeholders in the cities’ futures ond are often informed by polifical
Exhibitions in the Era of Urban decisions and socic-economic conditions.

Renewal Drawing on selected case studies, this paper wili examine if and to what extent the

exhibitionary culture of these insfitutions has teen specicliy shaped to serve their
raison d'étre. It will trace the forces behind their curatorial policies and choices. It
will also map out their characteristics and compare them 1o other recent, non
urban-regeneration related practices, The paper will finally examine the impact of
the exhibitionary orientation of these institutions on the creation of new art ang

discuss a new direction in institutional exhibition-making for the showcasng of this
art.

ABIGAIL HARRISON MOORE This paper examines the choices_’rcken at Hcrewgod House, \_forkshire, regarding
. . the exhibition, catalogue and display of the fumiture caliections. I will
University of Leeds specifically examine the 2000 'blockbuster’ exhibifion. . and its published catalogue,
: T Questions will be asked about the historiography of the collections ot Harewoog,
Object, Value, Meaning: their redationship fo furniture history, and specifically the interaction between
Constructing ldentities of exhibition ond dispiay choices. the market and the auction house.
Meaning in the Country House

Why did Harewood choose Chippendale for the millennium exhibition?
Museum

Classification decisions are taken based on our "knowledge' of the object and itg
maker, but such knowledge is a product of a parficular time, place and society.
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Chippenddale's work maintains his/its place at the apex of furniture history, because
this taxonomy has been accepted by the majority of interpreters and is supported
by the discourse and the actions of the auction house. As each piece of
‘Chippendale’ furniture sold results in an increased price, the museum visitor
becomes more interested. Media representations of the antiques trade endorse this
system, as the audience waits for the all important question to be answered *...but
how much is it worth?'

This paper will frace the popularity of Chippendadle at Harewood. It will consider
why other pieces of fumiture have been sold at auction or overlooked in current
displays, and how a museum creates a popular audience for its collections.

hown at the nearby Djanogly Art Gallery, and running during the 2004 AAH

conference, the exhibition Graceful and True: Drawing in Florence c.1600 has
brought together drawings from a variety of British collections, including the Christ
Church Picture Gallery, British Museum, Courtauld Institute Galleries, and the Royal
Collection. This paper will examine how the show, co-curated with Catherine
Whistler, has aimed to shed light on the draughtmanship of a relatively unknown
period of Florentine art. Considerations will include the selection of works and artists
for the exhibition, the loan criteria taken into account, and the choices made in the
format of the exhibition catalogue, labels, and hanging. The exhibition opened at
the Ashmolean Museum, Oxford in October 2003, and has since travelled to
Colnaghi in London before the showing in Nottingham. The different possibilities of
these three venues for the exhibition will be discussed, and the varying displays.

Examining curatorial choices made during the planning and display of the
exhibition, the current paper will use it as a case study for the consideration of

factors which govemn the way an exhibition looks and feels, and the relative priority
given to them.

D rawing on examples from Tate and other institutions, this paper will examine the
i role of design in exhibition-making and the use of designers and architects.

Although the creation of an ‘appropriate’ environment for viewing works of art has
been the concern of curators throughout the twentieth century, it is only within the
last decade that the Tate has regularly employed designers and architects on
temporary exhibition projects. This development underlines a general concern to
present every exhibition as a unique experience, as well as the belief that such
professionals are best placed to translate or articulate in visual and spatial terms the
intellectual ambitions of the curators. Arguably, it adds yet another layer of
interpretation and professional ambition, which may obscure and even
compromise the project as a whole. Equally, the choice of designer/architect
underlines an intellectual strategy on the part of the institution. Tate exhibitions
progressively eschew the heritage approach of ‘evoking the age' employed by
other institutions, such as the Victoria and Albert Museum, fowards display
‘conventions' associated with modern and contemporary art, a strategy clearly
calculated to present historic art as connected and relevant to a contemporary
audience. But is this strategy itself relevant?

T he growth of the exhibition industry in the last 20 years has fransformed the
exhibition catalogue. From a simple list of exhibits accompanied by a scholarly
essay, the catalogue has grown and grown like a many-headed hydra. It is only
one of many forms of interpretation within a modern exhibition. There is no
consensus about what a catalogue should be. Is its function to be a souvenir of the
temporary event it is associated with? Should it exist to make money for the
institution producing it? Is it a tool in general art historical education, or must it be
aimed primarily at a discreet scholary, even simply curatorial audience? The
catalogue has become an important site for the discussion of current issues in
museological and interpretative practice. This is related to modern curatorial

methodologies, concerns over museum accessibility, and the never-ending search
for the elusive ‘new’ audience.

The National Gallery has been particularly engaged with this debate. Although the
permanent collection catalogues have received universal praise, several recent
exhibition catalogues have met with a more mixed response. This paper will
examine the catalogues and interpretation of some National Gallery exhibitions,
including Titian, and the reactions these have produced.



Old and New Sensations: Engaging the Senses
in Early Modern Culture
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British School at Rome
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@ are naturally accustomed to privileging sight and the instrumentality of the gaze in art historical

analysis but what may be achieved if we also interrogate relationships between art objects and

artefacts and the four other senses? This question is the premise for our session, which urges a

discussion on the theme of ‘the Senses’ to bring more clearly into focus the role of these faculties in
the realm of early moderm art and cultural practice. Broadly, Old and New Sensations aims to juxtapose ancient
topics and their new mediations to define traditions and interpret innovations.

This session therefore particularly addresses themes connected with the faculties of Hearing, Taste, Smell and
Touch. We hope that discussion will ensue on the ways in which the collective iconography of the Five Senses,
which was conceived in classical philesophy, and developed and stored in literary traditions, became a favoured
pictorial subject in the field of early modern representation. Above all, though, the papers in this session
endeavour to examine how the senses were evoked or engaged with in new relational contexls in Rendissance
art and cultural practice, and how these faculties were made to perform in diverse guises: as protagonists for the
rediscovery of the human body, as agenis of indulgence and pleasure, as informers on material reality, as
mediators between the mind and the outer world, and even as 'intercessors' between humans and the divine,

ALICE SANGER
British School at Rome

Sensuality, Renewal, Private
Devotion and the Relic in
Post-Tridentine [taly

PHILLIPPA PLOCK
University of Leeds

The Early Modern Feminine
TouchingLook: kts Construction
and Uses in Modern Scholarship
and the Paintings of Nicholas
Poussin

Siv TOVE KULBRANDSTAD WALKER

A Tavola! Appetites in Sixteenth-
Century Italy

;‘i y paper begins by investigating the relic as an item that is at once both old
and new. the unslightly and apparently other-worldly fragment remade as

distinctive, accessible and worldly through embellishment and display. For the
faithful the experience of the sacred through the relic tends to be a sensualiy
resonant act. as touching relics. or a physical nearness which implies touching, isa
fundamental part of the process of veneration. Belief in the spiritual potency of relic
contact through veneration and proximity is a theme that, my paper affirms,
emerged with renewed impact in pest-Trideniine culture. Therefare for private
patrons of the period ncluding members of the Medici, Borghease and Barberini
families), obtaining relics and presarving them in palace chapels ensured their
proximity and accessibility. and enhanced possitiiities to engage with them as both
spiritual and material assets. By probing this curicus duality my paper investigates
how relics were used by anstocrafic pafrons in seventeenth-century Italy in acts of
collecting, devotien, gifing and display, and asks, o what extent do the realms of
sacrality and sensuality infersect here?

F arly modern perceptions of how different human senses interrglated in

.. PESoN's experience of an art object have been utilized by modern scholars
seeking to deconstruct the Cartesian subject, In this paper | explore the uses of one
construction of how the senses combine both in the eardy modern period and in
maodemn scholarship. My subject is the figure of the woman-who-views-touchingly: o
ook which merges the sense of sight into that of fouch. My case shudy is Poussin's
painting of Tancred and Erminiq, which depicts a woman's visual and tactile
engagement with a male body. | argue that the feminine touching-look was a
socially constructed viewing position that was utilized by the elite men of
sevenfeenth-century Roman society. Poussin, | believe, employed religious imagery
in this secular painting in order to evoke positive connotations of the touching-lock
with which his patons could empathize and enjoy. These positive configurations, |
suggest. sought fo resolve confradictions experienced at the level of subjectivity
that arose out ot social change. My approach seeks te destabilize the heroic
posifion of the touching look in modern theorizations of feminine viewing by
considering one of its functions in early modern society.

he courtly banguet, with its emphasis on the ostentatious ond the exceptionaql,

agiming at visual rather than gustatory effects. cannot be the only guide 1o the
study of Renaissance eating habits. This paper starts with an account of prevailing
theories on the classification of foodstuffs and their consequent suitability for
different social groups, and addresses the role of meat in diverse contemporary
diets. Behind the scphisticated ideals of oral pleasures. evident in sixteenth-century
writings on gastronomy, it has been possible to discover a more qualitative scale of
taste distinction, in sublle combinations of local produce, vegetables and fruits,
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rmixed with meat and fish in the composition of delicate dishes. By analysing images
of food, kitchens and solitary eaters, which made their entry into the sphere of
large-scate paintings of the times. | have alse sought to untangle the various
messages these contain regarding viciualing, cooking and peasant appetite. The
latter forwards a claim of tegitimacy for simple, rustic meals, which contrast with the
spectacular feasts of the nobility, The produce depicted with enthusiastic effort in
redlistic rendering. in still-ifes and market scenes, appedadls to the sensual
involverment of the viewer and makes the eye assume a quasi meuth-like function.

n confrast to the sweet scent of roses experienced by lovers, or emangating from

the uncormupted corpses of saints, the smell waffing from my talk comes from
below the betft, i.e. the human bottom. | will examine how the lower hurman
functions, In this case the sulphurous smell developed in art from the margins of
fourteenth-century manuscripts, gain in force and visibility' with the introduction of
woedcuts and engravings, a technique alse allowing for the consumption by a
wider range of class. The function, meaning and effect on the audience of this type
of smell will be discussed, as well as the exfent to which the humour, laughter and
fear were representative of the late-medieval and eary-renagissance period.

T he wiitlen lives of medieval saints are rich in sensual imagery, indeed they fight a
i daily battle with the site of their senses: the body. Sensas are to be conquered, as
rerminders of the camal flesh that fraps the soul, Yet, the rewards for such
endeavours arg presented in the language of the senses: saints die in an cdour of
roses, their food tastes ke milk and honey, they hear angelic voices and they see
visions. Many experience bodily raptures engaging all the senses. Painting itself had
to represent something that deceives the eye into beholding a redlity (be it an
imitation of the natural world or an evocation of another world), How could the
painter of saintly lives transpose the sensual language of the texds into a visual
narrative that served both didactic and devotional ends? In the lives of female
saints, how could the boundaries between sensual ecstasies and reiigious propriety
be negotfiated? The authcrities, fearful that ecstasies were demonic in ongin,
continucusly affernpted te control fermale piety. If the visions of St. Catherine were
shown, would that not encourage women 1o abandon themselves to uncentrolled
forces? If Saint Birgitta's weekly habit of cutting her flesh and dropping heated
candle wax in it 1o imitate the Passion was shown, would not cthers attermnot such
rash activity? This paper will examine the discrepancies between religious fext and
image in depicting the sensual lives of female saints. It will explore the reception of

visual and textual narratives and examine how different religious needs were
addressed.

-: he visudlization and imitation of Christ was central to thineenth- and fourteenth-

i century spirifuality. Saints and holy peopie increasingly focused their spirituality
fhrough the senses, through meditation on religious images and through the bodily
re-enactment or representation of Christ's passion. Images, and thus the sense of
sight, were central in religious practice. Yet certain people. such as Clare of
Montefalco, rejected images, and the refiance on exteror stimulation of the senses
that accompanied them, at important points in their lives, This paper will explore the
possible reasons behind this rejection.



Old/New: Thirty Years of Italian Trecento
Studies

LOUISE BOURDUA
University of Aberdeen

oberto Longhi's collected essays on the Trecento, spanning some thirty years of activity, was published in
1974; a new ltalian edition has just been reissued. But 1974 was also a year in which new kinds of Trecento

7 art histories were being produced: two examples include Henk Van Os, St Francis of Assisi as a Second
2 . Christ in Early ltalian Painfing, and Julian Gardner's The Stefaneschi altarpiece : a reconsideration. Thirty
years have now elapsed. What has happened since? Where are we now? Where do we go nexi?

This session seeks to consider, both from the point of view of historiography and methodology, thirty years of
Trecento art history. It invites speakers to consider critically whether current Trecento studies are still basically

concermed with three issues: those of connoisseurship, iconography, and patronage, despite forays into audience
and techniques.

These issues are addressed by case studies of a particular medium or genre, regions, and comparative
methodologies. The round table will provide a more general platform for reflection on recent scholarship.

Speakers
DIANA NORMAN
Open University

Redefining Duccio. Old and New in Sienese Trecento Studies

ROBERT GIBBS
University of Glasgow

Illuminating the Trecento: Even Gombrich Wrote Rubbish

LAURA JACOBUS
Birkbeck College
21st-Century Giotto

All artists of the past are periodically re-invented in the image of the changing present. This session looks briefly at Gioftos of the
recent past, and proposes a Giofto for the forseeable future.”

ANNE DUNLOP
Yale University

Trecento Studies and Secular Art

Round Table

Louise Bourdua, Anne Dunlop, Julian Gardner, Robert Gibbs and Diana Norman will address the following issues:
. Where is the Val Padana in non-ltalian studies?

. Does Patronage Matter?

. Gendering the Trecento

& Teaching the Trecento
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OIld Art and New Technologies

RUPERT SHEPHERD
Ashmolean Museum

s a result of increasing institutional support, greater use is being made of digital technologies to create
art-historical resources. This section of the conference has been created to allow the creators of digital
resources to demonstrate them to their potential users - the delegates to the AAH conference.

Rather than segregate them in a particular session or forum devoted to digital technologies, the
informal, 10-minute presentations will take place in the Book Fair during the refreshment breaks, making it as easy

as possible for delegates who might otherwise miss them to find out about resources which are intended to help
them in their teaching and research.

Thursday 1 April

13.40 - 13.50 Rupert Shepherd (Depariment of Western Art, Ashmolean Museum), The Ruskin

Project at the Ashmolean Museum <htip://www.ashmol.ox.ac.uk/ash/amulets/
ruskin/>

The Ruskin Project, funded by the AHRB, reassembiles the collection assembled by
John Ruskin in order to teach drawing at the University of Oxford. It combines digital
images of the objects in the collection with the texts of the various catalogues
produced by Ruskin and up-to-date catalogue information about the objects. It
reintegrates word and image according to Ruskin's original vision, as well as
enabling his rich system of cross-references to work effectively for the first fime.

The entire resource will be made available on the web for browsing and searching,
while the raw files will be deposited with AHDS Visual Arts,

15.35-15.45 Tim Ayers (Corpus Vitrearum Medii Aevi), The Corpus Vitrearum Medii Aevi <http://

www.cvma.ac.uk/>

The Corpus Vitrearum Medii Aevi is a Brifish Academy research project dedicated to
the publication of all medieval stained glass in Great Britain. Since 2001, it has been
funded by the Arts and Humanities Research Board to digitize its photographic
archive and to set up a website, in collaboration with the Centre for Computing in
the Humanities at King's College, London. Over 10,000 images are now on-line,
mostly in colour, providing access to this medium on a scale never before available,
with a range of search and browsing options. We are also experimenting with the
parallel publication, in both digital and book format, of future volumes in the series.

Friday 2 April

11.05-11.15 Douglas Dodds (Word & Image Department, Victoria & Albert Museum), ARLIS.NET

<http://www.arlis.net/>

ARUS.NET is a freely available service aimed at researchers trying to locate material
on art, architecture and design. The website includes a database of 18,000
periodical titles, plus a directory of 250 libraries, archives and other collections
throughout the UK and Ireland. Users can find locations for a specific periodical,

identify organizations with material on a particular subject, or find information about
resources in a specific region.

The presentation will provide a brief non-technical introduction to the service, which
is maintained by the National Art Library at the Victoria and Albert Museum <hitp://
www.vam.ac.uk>, for the Art Libraries Society <http://www.arlis.org.uk>.

13.30 - 13.40 Jayne Everard (Artifact), Artifact <http://www.artifact.ac.uk/>

Artifact is the arts and creative industries hub of the Resource Discovery Network
(RDN) <www. rdn. ac.uk> the UK's free national gateway to Internet resources for
the learning. teaching and research community.

Launched in November 2003, Artifact provides searchable access to a collection of
rich, high-qudlity Intermnet information for students, lecturers. researchers and
practitioners in the areas of all arts-related disciplines and the creative industries.
Each resource is selected by subject specialists for its academic quality and subject

relevance, and its listing in Artifact includes a description of the web resource's key
features.
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15.50 - 16.00

Saturday 3 April
11.05-11.15

13.15-13.25

15.35-15.45

Old Art and New Technologies

Matthew Addis (IT Innovation Centre, University of Southampton), SCULPTEUR <http://
www.sculpteurweb.org/>

Many cultural heritage institutions now have large digital image collections.
Traditionally, refrieval of these images is performed using simple text-based searching of
descripfive metadata. In the European Commission-supported Sculpteur project we
have developed new ways to search and navigate large image collections. Firstly, the
user can search by image content, for example by finding an image fragment within a
larger image, or by looking for images of similar colour or texture. Secondly, we help
the user to understand and navigate the collection by graphically presenting the
complex and extensive terminology often used to describe itemns in the collection.

Polly Christie (AHDS - Visual Arts), Fineart.ac.uk <http://fineart.ac.uk/>

Set up in order to facilitate research into the history and achievement of UK fine art
practice-based education, FINEART.AC.UK is a new online pilot resource of fine art
works selected from some of the UK's finest art colleges and universities. Covering the
period from the inception of British art schools in the 1850s through to the present day,
the site makes available images, records, movies and biographies created by or
relating to artists who have studied or taught fine art in the UK, thereby offering a
framework for an historical picture of the developments in the field and providing
access to otherwise inaccessible and hidden collections.

Gabriela Salgado (UELAAC), The University of Essex Collection of Latin American Art
<htip://www.essex.ac.uk/ueclaa/>

Kenneth Quickenden (Birmingham Institute of Art and Design, University of Central

England in Birmingham), The Virtual Gallery of Contemporary Jewellery <http://
www virtual-jewellery.com/>

This CD-ROM, published by the Birmingham Institute of Art and Design at the University
of Central England in 2000, provides a very substantial international survey of art
jewellery using examples taken mainly from the end of the 1990s. The Gallery exhibits,
each by a different jeweller, were selected to illustrate eleven themed exhibitions.
Each exhibit is accompanied by basic factual information, each jeweller has a CV
section (including a bibliography, personal statement and in some cases video
interviews) and each exhibition is supported by an academic paper which
contfextualises and further analyses the jewellery. This inferactive CD-ROM is
appropriate for public display (a version has been installed in the V&A) but is also a
valuable teaching tool at HE level.
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BOOK FAIR

Participating Publishers

Pope Building, A13

1
2&3
4 &5
6
7
8
9
10
11

ApPOLLO

ASHGATE PUBLISHING
BLACKWELL PUBLISHING
CAMBRIDGE UNIVERSITY PRESS
PEARSON EDUCATION
MANCHESTER UNIVERSITY PRESS
HENRY MOORE INSTITUTE
TAYLOR & FRANCIS

PENN STATE UNIVERSITY PRESS

Pope Building, A14

12
13
14
15

THE MIT PRESS

PINDAR PRESS

PRESTEL PUBLISHING
LAURENCE KING PUBLISHING

16 & 17 THAMES & HUDSON

18
19
20
21
22

REAKTION BOOKS

YALE UNIVERSITY PRESS
UNIVERSITY OF CHICAGO PRESS
ROUTLEDGE

OXFORD UNIVERSITY PRESS
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BooK FAIR

APOLLO

Stand 1

20 Theobald’'s Road
London
WC1X 8PF

Tel: 020 7430 1900
Fax: 020 7404 7015

<advertising@apollomag.com>
<www.apollo-magazine.com>

Established in 1925, Apollo is one of the
most highly respected international art
history magazines in the world. An annual
subscription costs £98 (UK), £115

{Europe), $160 (USA) or £125 (rest of the
world).

The extensive monthly advertising section
concentrates on the art market and
includes special education and book
features 3 times a year.

Attending:
Nigel McKinley
Michael Hall

CAMBRIDGE UNIVERSITY
PRESS

Stand 6

The Edinburgh Building
Shaftesbury Road
Cambridge

CB2 2RU

Tel: 01223 326258
Fax: 01223 315052

<exhibitions@cambridge.org:>
<www.cambridge.org>

Cambridge University Press are delighted to
once again be attending the Association of
Art Historians’ Conference. Do please come
to our stand and browse through our

exciting and varied titles in art history and
architecture!

Attending:
Emma Baxter

ASHGATE PUBLISHING

Stands 2 & 3

Gower House
Croft Road
Aldershot
GU11 3HR

Tel: 01252 331551
Fax: 01252 344405

<info@ashgatepub.co.uk>
<www.ashgate.com>

Ashgate Publishing is one of the world’s leading publishers of academic research in the social
sciences and humanities. The Ashgate art history programme covers all periods and genres.
Our books offer original research by scholars worldwide and reflect a commitment to the
interdisciplinary study of art and architectural history. The Lund Humphries imprint focuses on
artists’ monographs, museums co-publications and design and photography books,

Attending:
Helen Kennedy
Jonathan Jones
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Book FAIR

BLACKWELL PUBLISHING

Stands 4 & 5

9600 Garsington Road
Oxford
OX4 2DQ

Tel: 01865 776868
Fax: 01865 714591

<customerservices@oxon.blackwellpublishing.com>

<www.blackwellpublishing.com>

Blackwell Publishing is a leading name in humanities and social sciences publishing, committed to
supporting the global academic community in both teaching and research. One of the world's leading
society journal publishers, we are proud of our long-standing relationship with the journal Art History

and The Art Book.

Our books list in Art & Theory has continued to grow throughout 2003/4. Highlights of our recent
publishing include Robert Williams’ textbook, Art Theory: An Historical Introduction, and Gill Perry’s
Difference and Excess in Contemporary Art, which is new in the Art History special issue series. The
innovative New Interventions in Art History series, edited by Dana Arncld and published in connection
with the Association of Art Historians, also continues to grow. To see the latest titles in this series — pius
others — please visit our stand. We look forward to seeing you at the conference.

Attending:
Louise Cooper
Rachael Street
Philip Joseph

HENRY MOORE INSTITUTE

Stand 9

74 the Headrow
Leeds
LS1 3AH

Tel: 0113 246 7467 / 0113 246 9469
Fax: 0113 246 1481

<hmi@henry-moore.ac.uk>
<www.henry-moore-fdn.co.uk>

The Henry Moore Institute has an active
publishing programme which complements its
exhibitions, collections and research activities.
Almost all major exhibitions are accompanied by
substantial catalogues and have focused on
trans-historical themes examining the cultural
and material meanings of sculpture. Essays are
often produced in connection with Symposia
held at the Institute, or with new acquisitions
for the sculpture and archive collections.

Attending:

Liz Aston
Stephen Feeke
Jon Wood
Martina Droth

LAURENCE KING
PUBLISHING

Stand 15

71 Great Russell Street
London
WC1B 3BP

Tel: 020 7430 8850
Fax: 020 7430 8880

<enquiries@laurenceking.co.uk>
<www.laurenceking.co.uk>

Specialists in high-quality illustrated books
on art histery, architecture and design.

Attending:

Laura Willis

Kerstin Peter

Lee Ripley-Greenfield
Kara Hattersley-Smith
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BOOK FAIR

MANCHESTER UNIVERSITY
PRESS

Stand 8

Oxford Road
Manchester
M13 9NR

Tel: 0161 2752310
Fax: 0161 2743346

<mup@man.ac.uk>
<www.manchesteruniversitypress.co.uk>

Manchester University Press is well known
for publishing intellectually rigorous and
critically acclaimed paperbacks in its
Critical Perspectives in Art History and
Studies in Design series. This year we are
proud to announce the acquisition of the
internationally acclaimed journal Visua/
Culture in Britain, which aims to advance
the dehates of visual culture in Britain from
the eighteenth century to the present day.

Attending:
Jonathan Bevan
Ben Stebbing

THE MIT PRESS
Stand 12

Fitzroy House
11 Cheries Street
London WC1E 7EY

Tel: 020 7306 0603
Fax: 020 7306 0604

<info@hup-mitpress.co.uk>
<http://mitpress.mit.edu>

The MIT Press dispiay will include new and
bestselling titles and journals, available to
purchase and order at 20% discount.
Highlights for 2004 include: Irrational
Modernism: A Neurasthenic History of New
York Dada by Amelia Jones; Minor
Histories: Statements, Conversations,
Proposals by Mike Kelley;, Aby Warburg and
the Image in Motion by Philippe-Alain
Michaud and Defaced: The

Visual Culture of Violence in the Late Middle
Ages by Valentin Groebner.

Attending:
Nicola Hodson

| OXFORD UNIVERSITY PRESS
~ Stand 22

Great Clarendon Street
Oxford

. OX2 6DP
. Tel: 01865 556767

< enquiry@oup.co.uk>
<www.oup.co.uk>

Oxford offers a wide range of art titles,
including the acclaimed Oxford History of
Art series, and the Grove Dictionary of Art.
Written by experts at the cutting edge of
critical thinking, these innovative texts
provide informative and illuminating
commentary on key issues, and are a must
for all lovers of art.

Attending:
Anthony Russell
Felicity Wyatt
Penny Isaac

PEARSON EDUCATION

Stand 7

Edinburgh Gate
Harlow

Essex

CM20 2JE

Tel: 0870 607 3777
Fax: 0870 850 5255

<de-orders@pearson.com>
<www.pearsoned.co.uk>

Pearson Educaticn is delighted tc be
displaying Prentice Hall / Abrams art
history titles for the first time in the UK.
Come to our stand to see these beautiful
books, packed full of painting, sculpture,
photography, film and architecture from
across the world, With innovative pedagogy
and digital suppiements to aid effective
study, these texts will inspire your students
throughout their degree.

Attending:

Alison Wood
Heather McCallum
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BooK FaIR

PENN STATE UNIVERSITY PRESS

Stand 11

820 North University State Drive
USB I, Suite C

University Park

PA 16802-1003

USA

Tel: 814.865.1327

Fax: 814.863.1408
<gxkl7@psu.edu>
<WWW.psupress.org>

Penn State University Press publishes scholarly
books and journals in the humanities and social
sciences. New titles include Work Ethic, Pirro
Ligorio, The New Palaces of Medieval Venice,
and The Tumulte noir in paperback. Work Ethic,
published in conjunction with an exhibition of
the same name organised by The Baltimore
Museum of Art, brings together a cross-section
of such radical endeavours and opens a fresh
perspective on their genesis and meaning.
Forthcoming titles include The World in Paint,
Documenting Spain, and The Dark Side of
Nature.

Attending:
Gloria Kury, Art and Humanities Editor

PINDAR PRESS
Stand 13

40 Narcissus Road
London
NW6 1TH

Tel: 020 7435 1288
Fax: 020 7435 1288

<editor@pindarpress.co.uk>
<pindarpress.co.uk>

Publishers of art history and archaeological
books.

. Attending:

Tom Symonds
Liam Gallagher
Jackie Solomon

PRESTEL PUBLISHING
Stand 14

4 Bloomsbury Place
London
WC1A 2QA

Tel: 020 7323 5004
Fax: 020 7636 8004

<sales@prestel-uk.co.uk>
<www.prestel.com>

Prestel celebrate their 80th Anniversary at
the AAH this year with a dazzling array of
high-quality illustrated books on art,
architecture, design and photography.

Attending:
Kim Cope
Andrew Hansen

REAKTION BOOKS
Stand 18

79 Farringdon Road
London
ECiM 3JU

Tel: 020 7404 9930
Fax: 020 7404 9931

<info@reaktionbooks.co.uk>
<www.reaktionbooks.co.uk >

Reaktion Books will be displaying a
selection of new and recommended titles in
art history, art theory, Asian art,
photography, architecture and cultura!
studies.

Attending:
Anna Vinegrad
David Hoek
Martha Jay

81


mailto:gxkl7@psu.edu
http://www.psupress.org
mailto:sales@prestel-uk.co.uk
http://www.prestel.com
mailto:editor@pindarpress.co.uk
mailto:info@reaktionbooks.co.uk
http://www.reaktionbooks.co.uk

Book FAIR

ROUTLEDGE

Stand 21

11 New Fetter Lane
London
ECAP 4EE

Tel: 020 7842 2001

Fax: 020 7842 2306
<catriona.murray@routledge.co.uk>
<www.routledge.co.uk>

Routledge is committed to publishing the best
academic texts on art and visual culture. Visit
our stand to browse a range of our best selling
and new titles. Highlights this year include a
new edition of Photography a Critical
Introduction, Ernd Goldfinger, and The
Emergence of Modern Architecture and Visual

Studies: a skeptical introduction, by James
Elkins.

Books are on sale at 20% discount throughout
the conference.

Attending:
Caroline Mallinder
Rebecca Barden
Catriona Murray
Tom Church

TAYLOR & FRANCIS

Stand 10

4 Park Square
Milton Park
Abingdon
Oxfordshire
0X14 4RN

Tel: 01235 828679
Fax: 01235 829003

<victoria.lincoln@tandf.co.uk-
<www.tandf.co.uk/journals>

The Taylor & Francis Group publishes peer-
reviewed journals from the imprints of
Taylor & Francis, Carfax, Routledge and
Gordon & Breach. Journals that may be of
particular interest to Art Historians are:
Third Text, Visual Studies, Word & image
and the Journal of Art History. Visit the
Taylor & Francis exhibition to obtain a
sample copy.

Attending:
Victoria Lincoln

THAMES & HUDSON

Stand 16

181A High Holborn
London
WC1V 7QX

Tel: 020 7845 5000
Fax: 020 7845 5000

<www.thamesandhudson.co.uk>

Thames & Hudson is internationally
renowned for its beautifully reproduced and
scholarly illustrated books. Visit our stand
to see the most recent titles in the World of
Art Series including Sienese Painting by
Timothy Hyman, and Rachel Greene's
International Art. Other new highlights
include a new monograph on Sean Scully, a
critical appraisal in The Art of Bill Viela and
a revised edition of Suzi Gablik’'s Has
Modernism Failed?

Attending:
Jo Walton
Joanna Chandler

THAMES & HUDSON

Stand 17

181A High Holborn
London
WC1V 79X

Tel: 020 7845 5000
Fax: 020 7845 5000

<www.thamesandhudson.co.uk>

Thames & Hudson, as well as its own
publishing programme, also distributes on
behalf of many leading international book
publishers. These include Harry N Abrams;
A.V.A.; British Museum Press; Fondation
Cartier; Flammarion; Laurence King;
Museum of Modern Art; Scriptum Editions;
Royal Academy; Royal Collections; Scalo;
Steidl; Skira Editore; and Violette Editions.

Visit our stand to see the major Spring
titles.

Attending:
Jonathan Earl
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BooK FAIR

UNIVERSITY OF CHICAGO
PRESS

Stand 20

1 Lomond Drive
Leighton Buzzard
Bedfordshire
LU7 2XH

Tel: 01525 373435 / 773.702.7700
Fax: 0870 1258440 / 773.702.9756

<www.press.uchicago.edu>

Chicago will display new and backlist titles in
art, art history, architecture, theory, criticism
and performance. We will also display page
procfs of forthcoming titles and related journals
such as the Winterthur Portfolio, Metropolitan
Museum Journal, and Critical Inquiry. Visit our
stand to purchase books at a 20 percent
discount. Or, pick up an order form with which
the discount is valid for 30 days after the
conference. See our ad in this handbecok for a
sample of new titles available. For electronic
versions of our catalogues, see our website.

Attending:
Whitney Linder

YALE UNIVERSITY PRESS

Stand 19

47 Bedford Square
London
WC1B 3DP

Tel: 020 7079 4900
Fax: 020 7079 4901

<sales@yaleup.co.uk>
<www.yalebooks.co.uk>

Yale University Press is a publisher of

i scholarly works in all disciplines,

particularly art, architecture, history,
politics and philosophy.

. Attending:

Matthew Wagstaff
Andrew Jarmain
Gill Malpass
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