




Martin Kemp 
University of Oxford 

D o e s B i o g r a p h y M a t t e r ? W r i t i n g 

o n L e o n a r d o 

In 2 0 0 4 t w o b o o k s on Leona rdo 

a p p e a r e d a lmos t s imul taneously , by 

Char les Nicol l a n d myself . T h e f o rmer 

w a s a b iography, t he latter w a s o rgan i sed 

themat ica l ly , w i t h a list of da tes at t he 

e n d . Hav ing wr i t ten s o m e years a g o o n 

ar t is ts ' l ives in fac t a n d f ic t ion, th is 

con junc t i on t r iggered fur ther t h o u g h t s 

a b o u t t he role a n d even t h e re levance of 

b iog raphy in look ing at art a n d ar t is ts . In 

th ink ing a b o u t th is I a m less c o n c e r n e d 

w i th no t ions of t he ' dea th of t he au thor ' 

t h a n w i th the m o r e fundamenta l l y 

histor ical ques t i on of t he re levance of 

d a t a a b o u t t he art ist 's lives a n d t he 

p r o d u c t i o n of w o r k . Is all b iograph ica l 

d a t a potent ia l ly relevant? C a n w e 

di f ferent iate b e t w e e n useful da ta a n d 

con t i ngen t da ta? H o w d o w e c o p e w i th 

lacunae o n o n e h a n d a n d superf lu i ty o n 

t he o the r? Look ing at t he l i terature o n 

Leona rdo , w h o l ived at t he t ime w h e n 

b iog raphy w a s asser t ing its gr ip , c a n w e 

cu t b a c k t o s o m e b e d r o c k of useful 

in fo rmat ion - bear ing in m i n d that 'usefu l ' 

m a y b e p red i ca ted u p o n t he ques t i on , 

useful for w h a t ? 

Ann C. Huppert 
University of Oxford 

T h e Va lue o f a L i f e : B a l d a s s a r e 

P e r u z z i a n d G i o r g i o Vasar i 

Scho la rs are i n d e b t e d t o Vasari for 

p rov id ing us w i th m u c h of t he 

b iograph ica l mater ia l w e have for t he 

painter a n d arch i tec t Ba ldassar re Peruzzi 

( 1 4 8 1 - 1 5 3 6 ) . T h e s e g l immer ings have 

s h e d l ight o n an art ist for w h o m 

d o c u m e n t a r y ev idence , in t he f o r m of 

persona l wr i t ings , a c c o u n t s , or pro jec t 

con t rac t s , remains sca rce or n o n ­

ex is tent . Recen t re -assessmen ts , 

however , have revealed the ex ten t to 

w h i c h Vasari w a s himself craf t ing a s tory 

in his narrat ive a c c o u n t s , a n d th is raises 

the ques t i on of h o w va luab le it is t o have 

Vasari 's Life of Peruzzi . 

Vasari is dec ided ly negat ive regard ing 

Peruzzi 's life. T h e art ist 's pover ty is a 

recurr ing t h e m e a n d Vasari cas ts Peruzzi 

as p o o r not on ly in fo r tune bu t a lso 

capi ta l . C o n c e r n i n g the very l imi ted 

in fo rmat ion he p rov ides a b o u t Peruzzi 's 

w o r k in his nat ive Siena, Vasari is 

d ismiss ive. Peruzzi fares bet te r u p o n his 

arrival in R o m e bu t w e are t o l d that 'il 

pove ro Ba ldassar re ' suf fered great ly from 

the 1527 S a c k of t he city, remain ing in an 

especia l ly d i re f inancial s ta te t h r o u g h o u t 

t he final d e c a d e of his life. 

Peruzzi 's d r a w i n g s surv ive in great 

quant i ty a n d these offer a un ique bu t 

under-ut i l ized s o u r c e by w h i c h t o coun te r 

Vasari 's nar ra t ion. There is m u c h tha t 

Vasari s e e m s no t t o have k n o w n or 

c h o s e t o m is - represen t , a n d the reasons 

tha t e m e r g e for th is low es t imat ion p rove 

t o reflect Vasari 's ob jec t i ves m o r e t h a n 

Peruzzi 's ac tua l life. Vasar i p rov ides a 

skeletal out l ine of Peruzzi 's career a n d for 

tha t w e can va lue Vasari 's assessmen t , 

bu t t he al ternat ive record of t he art ist 's 

o w n w o r k s h o w s that w e c a n n o t entirely 

c o u n t o n Vasari 's eva luat ion. 

Mary Vaccaro 
University of Texas 
at Arlington 

Fe l s i na v i n d i c a t a c o n t r o Vasa r i : 

P a d r e Res ta a n d t h e C r i t i c a l 

F o r t u n e o f C o r r e g g i o 

Giorg io Vasari 's Life (1568) of An ton io 

Al legr i , bet ter k n o w n as Co r regg io 

( 1 4 8 9 / 9 4 ? - 1 5 3 4 ) - t he s ingle m o s t 

impor tan t s i x teen th -cen tu ry sou rce of 

b iograph ica l in fo rmat ion for t he art ist -

o p e n s w i th a s o m e w h a t t enden t i ous 

c o m p l i m e n t , dec lar ing tha t Na tu re h a d 

finally b e g u n t o b less L o m b a r d y w i th t he 

marve lous creat ive ta lent that h a d al ready 

for m a n y years a d o r n e d t he region of 

Tuscany. Vasari a p p l a u d s Co r regg io as 

t he first art ist in L o m b a r d y t o w o r k in t he 

m o d e r n style, yet l amen ts his fai lure t o 

visit R o m e a n d t o d r a w wel l . S u c h 

asser t ions reflect Vasari 's h is to r iograph ic 

a g e n d a , w h i c h s o u g h t t o unde rsco re t he 

p r imacy of disegno a n d Cent ra l Italy in 

Rena issance art . T h e ques t i on of a t r ip t o 

R o m e thus func t i ons , t o s o m e ex tent , as 

a topos in t he d e b a t e over t he art ist 's 

ta lent , specif ically, his abil i ty t o d raw. 

Scho la rs t o d a y agree , b a s e d o n styl ist ic 

ev idence , that Co r regg io p robab ly w e n t 
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to Rome, and a recent exhibition of his 

drawings at the British Museum and the 

Metropolitan Museum of Art (2000) firmly 

places him among the master draftsmen 

of the Renaissance. During the 

seventeenth and eighteenth centuries, 

with the meteoric rise in Correggio's 

reputation, writers had already begun to 

challenge the regional chauvinism of 

Vasari's art historical model and modify 

his account of Correggio's life and work. 

This paper will focus on Padre 

Sebastiano Resta (1635-1714), who was 

the first and most outspoken advocate 

for Correggio's contact with Rome, as 

well as, arguably, the greatest champion 

of his drawings. Resta went so far as to 

substantiate not one, but two, trips taken 

by the artist to the Eternal City on the 

basis of drawings that he had allegedly 

made there. However specious certain 

details of the argument, Resta's inquiry -

which sought not merely to establish a 

link between Correggio and Rome, but 

also to reconstruct the artist's creative 

process through a study of his designs 

-bears potentially rich implications. This 

paper will more broadly explore Resta's 

(at times, hostile) response to the 

Vasarian paradigm of centre and 

periphery. Among the many drawing 

albums Resta compiled, for example, 

Felsina vindicata contro Vasari [Bologna 

vindicated against Vasari] surveyed 

examples of seventeenth-century 

Bolognese draftsmen and culminated 

with a drawing by Correggio, the father of 

this great tradition, to show 'that 

Lombardy justly triumphs over Tuscany.' 

Francesca Fiorani 
University of Virginia 

T h e L e g a c y o f L e o n a r d o ' s A r t 

T h e o r y 

What did Renaissance artists and 

theorists know of Leonardo's artistic 

theory? The answer to this simple 

question is complex. Until the late 

eighteenth century, Leonardo's artistic 

theory was known through a 

disorganized compilation of his precepts 

on colors, drapery, and the movement of 

the body. This eclectic book, known as 

Leonardo's Treatise on Painting, was, in 

turn, an abridged version of the equally 

problematic text that Francesco Melzi, 

Leonardo's pupil, had compiled from his 

master's manuscript. 

And yet, the abridged version of 

Leonardo's Treatise on Painting had an 

immense significance in disseminating, 

for better or worse, Leonardo's artistic 

theory. In spite of its importance, we still 

have no idea why it was abridged the 

way it was or who did it and for what 

purpose. This paper presents new 

research on Leonardo's Treatise on 

Painting, suggesting that the Accademia 

del Disegno in Florence envisaged, but 

never realized, the publication of 

Leonardo's treatise. 

Victoria Mier 
University of Bristol 

Hans L e i n b e r g e r : A V i c t i m o f 

M e t h o d o l o g y ? 

The German sculptor Hans Leinberger 

(active 1510, died after 1530) created 

works of great power and individuality, 

but is hardly known even within the world 

of art history. He was a contemporary of 

Michelangelo, but his reputation could 

hardly be more different. This paper will 

examine the reception of this neglected 

artist within the work of German art 

historians, and the impact of this on the 

English-speaking world, looking at the 

issues that have prevented his work from 

being included in the canon of 

Renaissance art. This is tied up with the 

issue of biography - the impact of Vasari 

and his method of describing art by 

means of named artists is still felt in 

contemporary art history, where artists 

whose names have been lost or 

forgotten, as Leinberger's was for 400 

years, struggle to be included among the 

important figures of the past. Little is 

known of Leinberger's life, and his work is 

seriously fragmented, but this paper will 

endeavour to claim that what survives of 

his oeuvre is compelling and important 

enough to grant him a reputation as an 

artist of extraordinary skill and intellectual 

gravity. By challenging the notion of 

biography as an important aspect of 

historical analysis, and by some 

comparison with the treatment of 

Albrecht Durer, my paper will show 

Leinberger to be a German Renaissance 
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artist, in the true sense ot that phrase, 

who emphasises the need to take 

German art of the Renaissance period 

much more seriously in the non-German 

world than is currently the case. In this 

sense his contribution to the history of art 

is pertinent to current debates in art 

history as well as to the history of 

European art itself. 

Marjorie Trusted 
Victoria & Albert 
Museum 

A r t i s t s as I n d i v i d u a l s in 

R e n a i s s a n c e S p a i n : T h e S c u l p t o r 

a n d G o l d s m i t h J u a n d e A r t e 

Should we see art history in terms of 

individual creators with their own 

histories? Spanish art history has been 

organised predominantly in this way until 

fairly recently. Perhaps this stems from 

the need felt by scholars and artists 

within the Peninsula to regard works of 

art as creative, aesthetic pieces, and not 

solely as objects of devotion. 

Biographical studies enable artists to be 

seen in the light of their travels, their 

development, and often their place within 

a wider European context, which in turn 

elevates the status of art and artists. But 

biography can descend into adulatory 

mythology on the one hand, and 

anecdotal tales on the other. The artist is 

simultaneously a divine creator, and a 

fallible human being. Artists may be 

omitted from dictionaries of artists, if they 

are not deemed worthy of a biography. In 

addition the biography has its own format 

and parameters, starting with the birth of 

the artist, and ending with his death. 

What value therefore does biography 

have in terms of our understanding 

Spanish art? Paradoxically perhaps, the 

best way into this subject is to 

concentrate on one artist, partly through 

the lenses of the two most celebrated 

compilers of artists' dictionaries in Spain: 

Antonio Palomino, whose Lives of the 

Artists appeared in 1724, and Augusth 

Cean Bermudez, whose dictionary was 

published in 1800. Juan de Arte (1535-

1603) was the most famous renaissance 

goldsmith in Spain, although he actually 

called himself a sculptor in his own 

published work. What do we learn of his 

art through the biographies, and what is 

missing from these accounts? Is a 

biography the same as a monograph? 

My paper will discuss whether the 

biographical method of discussing artists 

works within Spain, and whether our 

views on Spanish art have been coloured 

by this methodology. 

Beverley Lyle 
Oxford Brookes 
University 

' . . . bu t I k n o w w h a t I l i ke ! ' A 

R e a p p r a i s a l o f t h e Ro le o f 

P e r u g i a n P a t r o n s in t h e M i d -

Q u a t t r o c e n t o 

When Perugino's altarpiece for the 

Servite friars in Florence was criticised on 

the grounds that he was re-using old 

motifs, Vasari recounts that the painter 

returned to Perugia, where he continued 

to receive commissions for frescoes and 

altarpieces. The clear implication was 

that although no longer able to please the 

knowledgeable audiences of Florence, he 

could still find work with the less 

discriminating patrons of Perugia. Ever 

since, the view has generally prevailed 

that Perugian patrons were backward-

looking or slavishly following trends 

previously established in Florence or 

Rome. For art historians such as Crowe 

and Cavalcaselle or Bernard Berenson, 

schooled in the paradigm of Florence, the 

only paintings of value in Perugia prior to 

Perugino were 'foreign' imports which 

patrons had gratefully accepted and local 

painters struggled (and failed) to emulate. 

By examining paintings for the city by 

'foreign' artists such as Fra Angelico, 

Benozzo Gozzoli and Piero della 

Francesca, this paper will question the 

assumption that undemanding Perugian 

commissioners failed to influence the 

conception of paintings by so-called 'big 

name' painters. Furthermore, the 

reception of such works and their 

assimilation and adaptation by local 

artists, such as Benedetto Bonfigli, raises 

issues as to the nature of identity and 

patronal requirements within Perugia. It 

will be suggested that they render 

inadequate models of the Renaissance 

arising from the Vasarian concept of 

biography and indicate a need for a more 

particularised, site-specific approach that 

affords greater emphasis to local 

conditions and the interplay between 

artist and patron. 

Ben Thomas 
University of Kent 

Para l l e l L i v e s : D a n t e , 

M i c h e l a n g e l o a n d t h e R e c e p t i o n 

o f t h e M e d i c i C h a p e l S c u l p t u r e 

Michelangelo Buonarroti admired and 

identified with Dante Alighieri to such an 

extent that in 1519 he offered to make 
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the poet's tomb monument at his own 

expense, and he later wrote in a poem 

about Dante 'if only I were he!'. 

Michelangelo's biographers and 

contemporaries attest to his lifelong 

passion for Dante's poetry and his status, 

as his friend Donato Giannotti was to put 

it, as a 'great Dantista'. Pierfrancesco 

Giambullari, in dedicating Carlo Lenzoni's 

'In Defence of the Florentine Language 

and Dante' (1556) to Michelangelo, even 

outlined the biographical similarities 

between artist and poet in an interesting 

variant of the 'ut pictura poesis' theme. 

This paper will examine how these 

perceived biographical parallels framed 

the reception of Michelangelo's works of 

art, in particular the sculpture of the 

Medici Chapel. It will analyse in detail the 

philosopher Benedetto Varchi's richly 

Dantesque response to Michelangelo's 

statues of Dawn, Night and the Madonna 

and Child, and it will demonstrate in the 

process how the artist and his works 

were implicated in a hermeneutical 

culture of allegorical interpretation and 

textual commentary. A secondary, 

historiographical, concern of this paper 

will be to assess how the discrediting of 

early twentieth-century attempts to 

'decode' Michelangelo through Dante 

(Borinski, Brockhaus, Wind) has led to 

the importance of a contemporary culture 

of poetic response to Michelangelo's 

works being somewhat neglected in 

subsequent literature. 

Jeanne Nuechterlein 
University of York 
In S e a r c h o f H o l b e i n : T h e L i f e of 

a n E l u s i v e A r t i s t 

How can we write the life of an artist 

about whom we know very little? Unlike 

Albrecht Durer - the first northern 

European artist who wrote prolifically 

about himself and about the making of 

art - Hans Holbein the Younger has left 

no surviving texts by his own hand or in 

his own voice, other than his hastily 

drawn-up will, a few terse notes on the 

margins of drawings, and two sentences 

of reported speech. 

Therefore, scholars have had to rely on 

three main sources in order to gain some 

sense of his life and personality: the 

scattered documentary references to 

major events in his life, which allow us to 

piece together the chronology of his 

movements; his biography in Carel van 

Mander's 1604 Her Schilderboeck, which 

includes some anecdotes about his 

personality of doubtful credibility given 

that they were written more than half a 

century after his death; and Holbein's 

works themselves, which arguably tell us 

as much by what they conceal as by 

what they reveal. Art historians used to 

treating Renaissance artists as 'great 

lives' have had to construct Holbein's 

story by threading together small pieces 

of evidence, in the process often spinning 

a few facts or visual constructions into 

elaborate narratives. This paper will 

explore the problems that Holbein's 

reticence poses for art historians, while 

questioning why, indeed, we ought to 

know (or try to infer) who 'Holbein' was at 

all. Despite the popularity in recent 

decades of methodologies shying away 

from artists as singular entities of inquiry, 

it could be argued that when an artist 

reveals so little about himself, it becomes 

all the more essential to study the totality 

of his surviving works and known life 

circumstances to make informed 

interpretations about his images. The 

challenges of doing so may be one 

reason why relatively little has been 

written about Holbein compared with 

more accessible figures of the 

Renaissance like Durer and Leonardo. 

Jeffrey Chipps Smith 
University of Texas 
at Austin 

E r w i n Panofsky 's 'The L i f e a n d A r t 

of A l b r e c h t Durer ' ( 1 9 4 3 ) : A n 

H i s t o r i o g r a p h i c C o n s i d e r a t i o n 

This paper explores Erwin Panofsky's 

classic book, The Life and Art of Albrecht 

Durer (1943). Arguably the least 

controversial of his major texts, this book 

has shaped Durer scholarship for the 

past six decades. I shall address the 

origins of this book, his intellectual 

engagement with the artist, and how his 

expertise on Durer helped him find a 

permanent position following his 

dismissal from the University of 

Hamburg. Using his copious 

correspondence and his scholarly 

writings, it is possible to consider the 

book's genesis and its reception from the 

time of its publication up to the present. 
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Medieval Art 
Session 18 

s and Reception 
and Architecture 
This session will explore the overall themes of conception and reception within the 

context of medieval art and architecture. Some papers will deal with the conception of 

medieval objects and buildings: the motivation for their making, their design, the process 

of their production. Function and meaning will be central to several papers - both 

meaning as conceived and intended by makers (patrons and/or artists) and meaning as 

constructed by viewers, immediately after conception, and also later, in altered 

conditions of viewing or consumption. Other papers will look at much later receptions of 

medieval art, in the nineteenth and twentieth centuries, with appropriate attention to 

stylistic appreciation, restoration and revival. 

110 

Beth Williamson 



Robert A. Maxwell Timothy Juckes Thomas de 
Wesselow 

U r b a n I c o n o g r a p h y : M a k i n g 

M e a n i n g i n T w e l f t h - C e n t u r y 

A q u i t a i n e 

This paper explores modes of 
iconographical production and reception in 
the urban context of the central Middle 
Ages. It argues that the conditions of 
urbanization were crucial to the production 
of sculptural and architectural iconographic 
meaning. Moreover, this paper suggests 
that the reception of these arts changed as 
the conditions of the urban context 
changed. 

I take as a case study selected churches in 
several Aquitainian towns, namely Thouars, 
Argenton, and Parthenay. Each of these 
towns arose around a castle shortly after 
1000, part of a broad movement of 
urbanization sweeping France. I draw 
upon historical circumstances of migration 
and colonization to explore the role of 
architectural production in these towns' 
evolving topography. Furthermore, I bring 
those conditions to bear on an assessment 
of sculptural decoration. This assessment 
considers not only the contigency of 
iconographic meaning, strikingly evident in 
such contexts of rapid change and cultural 
volatility; it more importantly offers a 
reading of the carved subjects as 
commentary on the very culture of 
urbanization. Portal sculptures of 
Apocalyptic Elders, Virtues trampling Vices, 
and victorious equestrian figures 
addressed the subject of urban 
construction in terms that resonated 
among the lordly class of builders. Lastly, 
the paper closes by positing ways in which 
these sculptures received new declension 
as the town construction evolved and the 
urban context changed. 

C o n c e p t i o n a n d R e c e p t i o n in L a t e -

G o t h i c C h u r c h D e s i g n : t h e c a s e of 

St . E l i z a b e t h ' s a t K o ? i c e 

The fourteenth- and fifteenth-century 
church of St. Elizabeth in Kosice (in eastern 
Slovakia) is germane to a consideration of 
conception and reception in late-medieval 
architecture. On one level, the 
sophisticated application of artistic ideas 
derived from leading contemporary lodges 
casts light on the spread of architectural 
forms and the process of design in 
'peripheral' areas. On another, the 
singularity of the finished work raises more 
fundamental questions about the moment 
of creation itself: it is unclear whether there 
was one such moment at Kosice - whether 
the unusual plan is best explained as a 
single conception which evolved over time 
or the product of a radical plan-change. 
When seeking to understand the Kosice 
'conception', historians have tended to 
concentrate on the evidence of style, 
dissecting the building in a search for 
'models' and 'quotations'. Whilst this has 
been revealing in some ways, it will be 
argued here that such an approach 
simplifies the process of conception by 
rendering it little more than the expression 
of some abstracted stylistic imperative. 
Limited room remains for the particular 
contributions of individual masons or 
patrons and the question of reception is 
largely neglected. This paper will propose 
that a fuller understanding of the Kosice 
design can be achieved if a broader 
analysis is attempted. Such an analysis 
suggests the importance of functional 
considerations in the developing plan at St. 
Elizabeth's, particularly the need to create a 
ceremonial space for use in urban 
procession and the presentation of relics. 

T h e d o u b l e c o n c e p t i o n a n d 

r e c e p t i o n o f A m b r o g i o Lorenzet t i 's 

Sala de l la Pace f r e s c o e s : t e x t vs . 

i m a g e ? 

Ever since Nicolai Rubinstein's 1957 study of 
the Sala della Pace, the frescoes' poetic 
inscriptions have been seen as crucial for the 
interpretation of the painted programme. 
Initially, they were used to identify the literary 
sources for the iconography, but more recent 
commentators have stressed the poems' 
unique role as 'guides' to the interpretation of 
the paintings. A natural correspondence is 
assumed between these poems and the 
scenes in which they are embedded. 

I shall argue in this paper that the inscriptions 
in the Sala della Pace are far from 
unproblematic 'guides' to the painted 
imagery. My argument proceeds from a 
newly complex consideration of the frescoes' 
contemporary reception - how they were 
viewed and read at different times, by 
different audiences, in different ways. As a 
result of this analysis, I argue for a ternary 
interpretation of the frescoes, even though 
their inscriptions are composed in binary 
pairs. The inscriptions, which were indeed 
originally conceived as guides to the 
paintings, were retained by Lorenzetti once 
he had developed a radically new conception 
of the painted programme. The frescoes' 
complex reception accounts for the retention 
of the poems; they still functioned as 
relatively useful explicators of the imagery 
when viewed at leisure, even though they 
had little bearing on how the frescoes 
operated within the liturgy of government. 
Two slightly different conceptions of a 
programme of political imagery thus share 
the space of the Sala della Pace, one the 
work of a poet, the other of a painter. 
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Steven Stowell 

University of Oxford 
M a k i n g a n d R e a d i n g t h e M a r g i n s 

i n t h e ' H o u r s o f C a t h e r i n e o f 

C l e v e s ' 

Instead of attempting to affix an 

unchanging meaning to the marginal 

images in the Hours of Catherine of 

Cleves, this paper argues that the images 

were conceived to be meditative objects, 

and as such, open to a host of different 

meanings for readers in the process of 

'meditative reading.' In 'meditative 

reading' (a term developed by Mary 

Carruthers) meaning is created in the 

process of meditation, after which, the 

reader 'knows' the text so well that they 

can reinvent the text within themselves. 

In this way, texts previously read were 

readily available in the mind of an 

educated reader, and were endlessly 

being compared, connected to and 

contrasted with texts being newly read as 

part of the process of meditation. It is the 

thesis of this paper that the marginal 

decorations in the medieval manuscript, 

the Hours of Catherine of Cleves, were 

created to develop a process of 

meditation. Unlike our contemporary 

practices of reading in which images refer 

back to the text they accompany, 

medieval images refer beyond the text to 

other texts, and in this way create 

meanings that stretch beyond the written 

word and into the meditative mind of the 

reader. Moreover these images are not 

only evidence of a mind linking one text 

to another, they can be read, like the text 

itself, from page to page. In this paper, 

the writings of St. Augustine and St. 

Ambrose are brought to bear upon the 

poorly understood marginal decorations 

that accompany their iconographic image 

in the Catherine of Cleves manuscript. 

Alfred Acres 

Princeton University 
P o s i n g I n t e n t i o n s 

This paper will consider the depiction of 

intention in fifteenth-century painting. 

How is it that certain figures can convey 

not merely thought, but thought toward a 

pointed desire or outcome? My interest 

is not in an observer's reflex assumption 

of will based on a figure's decisive action 

(Gabriel wishes to communicate 

something because he approaches and 

speaks, St. George wishes to kill the 

dragon because he impales it, etc.), but 

rather in subtler motions of the mind that 

elude the nameable core of a subject. 

Most of these involve gestures of a sort 

that invite an unusually conscious brand 

of inference. With several paintings by 

Rogier van der Weyden as its point of 

departure, the paper will move selectively 

beyond him (and beyond the 

Netherlands) to clarify means and 

implications of conjuring intention at this 

level, which had been relatively scarce in 

earlier generations. 

Such a paper is also, of course, about 

presumed intentions of the painter. 

Efforts to recover these are inevitably 

retrospective; operating with what is seen 

and known of a work, we project motives 

from results and allied evidence. Rarely 

do we sense that a late medieval artist 

anticipates such focal efforts along these 

lines. Among depicted intentions, 

however, we are able to isolate knowing 

reaches forward toward our projections 

backward, as the painter telegraphs a 

future precise enough to convince us that 

our thoughts have met his in the mind of 

a painted body. 

Andreas Petzold 
Open University/ 
University of 
Cambridge 
M o d e r n i s m a n d R o m a n e s q u e A r t 

In this paper I intend to explore two 

interrelated themes. The first is the way in 

which Modernist artists (taking the 

parameters 1900 to 1950) have 

responded to, and appropriated, the art 

of the Romanesque period. Obvious 

examples are Picasso and Catalonian 

Romanesque art or Eric Gill and English 

Romanesque sculpture. This process is 

often more complex than is usually 

acknowledged and has a political 

dimension to it involving such issues as 

nationalism. Extreme forms of the 

appropriation (or misappropriation) of 

Romanesque monuments, for 

nationalistic reasons, can be seen in Nazi 

Germany; key examples are the 

Externsteine, near Paderborn, or the 

transformation of Brunswick Cathedral 

with a mausoleum built underneath it to 

memorialise Henry the Lion and to 

perpetuate Nazi myths. The second 

theme I intend to explore is the way in 

which the discourse of Modernism, its 

key assumptions and vocabulary, have 

been brought to bear on the analysis of 

Romanesque art. This will be explored 

with reference to both German and 

Anglo-American art history. Certain key 

art historians cases such as Meyer 

Schapiro, Hanns Swarzenski and Herbert 

Read wrote accounts of both Medieval 

art and acted as commentators on 

contemporary art and their work provides 

worthwhile material with which to explore 

this theme of reception. The case of 

Herbert Read as a medievalist will in 

particular be explored. 
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Conceptions and Receptions of 
Medieval Art and Architecture 

Nancy Thompson 
St. Olaf College 
T h e R e s t o r a t i o n a n d R e c r e a t i o n 

o f t h e B a r g e l l o in N i n e t e e n t h -

C e n t u r y F l o r e n c e 

In 1854, Francesco Mazzei began to 

restore the Bargello in Florence in a 

conscious attempt to return the building to 

its original medieval state. Built in the 

1250s, the palazzo was intended to house 

the chief magistrate of Florence. By the 

sixteenth century, however, the Bargello 

was hardly a symbol of communal 

sovereignty. Instead, the Medici used the 

Bargello as a prison and hung convicted 

criminals from the building, proclaiming 

their power over Florence. When the 

Austrians took control in the eighteenth 

century, the prison became a symbol of 

their colonial power. Following the 

expulsion of the last Austrian ruler in 1859, 

the restoration of the Bargello became a 

matter of civic urgency. In a decree of 

November 29, Bettino Ricasoli, the 

provisional head of the government, wrote 

that because of its importance as a 

symbol of the 'past greatness of the 

Florentine people,' the Bargello would be 

completely restored and become a 

national museum illustrating the history of 

Tuscany. In 1860, wealthy Florentines 

donated their collections in order to weave 

together their city's material history. 

What motivated nineteenth-century 

Florentines to restore and recreate the 

Bargello? Following a discussion of the 

physical restoration, this paper argues that 

Florentines attempted to return the 

Bargello to its medieval state out of a 

desire to excise the period of Medici and 

Austrian rule from their city's memory. 

Newly restored to its thirteenth-century 

state by 1860, the Bargello became a 

symbol of the Florentine people's 

sovereignty over their own city and history. 

Dominic Janes 
Birkbeck College, 
University of London 
P u r i t y a n d P o p e r y : O p p o s i t i o n t o 

t h e E c c l e s i a s t i c a l G o t h i c Rev iva l 

in e a r l y V i c t o r i a n L o n d o n 

Early Victorian England saw the rise of 

the Tractarian and subsequent Ritualist 

movements in the Church of England 

which aimed at the revival of medieval 

forms of worship. The result was the 

employment of Gothic architecture, art 

and liturgical objects such as candles 

and crucifixes which had been largely 

absent from protestant churches. In a 

parallel development to the so-called 

'battle of the styles' churchmen fought 

over the degree to which physical 

splendour and ritual were appropriate 

and godly. In so doing they were entering 

into a heated debate over the nature of 

the boundaries of the physical and 

spiritual world and the degree to which 

the beauty of material things accorded 

with devotion to God. At its height, the 

war of pamphlets gave way to rioting, as 

occurred at the notably ritualist 'slum' 

church of St Barnabas n Pimlico. 

Defenders of ritualism stressed the purity 

of their actions, attackers wished to 

purify the churches of these disputed 

ornaments. 

My previous work, particularly God and 

Gold in Late Antiquity, aimed at 

examining the rise of the justification of 

the use of gold and splendour in the 

medieval Roman Catholic tradition. My 

current work is an investigation of the 

degree to which the reception of that 

tradition in nineteenth-century England 

led to an intense examination of the 

connections between physicality and 

spirituality in the context of anti-Catholic 

bias, nationalist xenophobia, bodily and 

gendered insecurity (display as weak and 

feminine) and class self-definition in the 

context of great wealth and poverty. My 

aim is to put moral concerns over purity 

and impurity at the core of an analysis of 

the visual culture of the Gothic Revival in 

the age of Pugin and his immediate 

successors. 
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Art History: Global Re 
Session 19 

Dr Devangana Desai, the guest speaker funded by ADM-HEA, begins this session with 

a paper that discusses both research and teaching issues in India. Our request for 

papers that address philosophical and practical concerns about where the discipline is 

heading in the 21st century has produced a stimulating and varied response to the 

questions we posed. 20+ years after 'the new art history', what is the global picture? 

How is art history taught beyond the UK? In the context of new content and new 

ventures, how, post GLAADH, has the attempt to 'globalise' art history impacted on 

research and teaching? What are the implications for research and teaching of advances 

in technology and the digitisation of images? What has been the impact of the increasing 

collaboration between teaching, museums and galleries? 
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Devangana Desai 

R e s e a r c h i n g a n d T e a c h i n g T e m p l e 

A r t i n I nd ia 

Very f e w universi t ies in India t e a c h Ar t 

His tory as an i ndependen t d isc ip l ine. T h e 

pape r wil l p resent briefly t he t each ing of 

art h is tory in s o m e of t he Indian 

universi t ies. Anc ien t a n d medieva l art is 

t augh t unde r t h e ausp i ces of t he 

d e p a r t m e n t s of History, A rchaeo logy a n d 

Anc ien t Indian Cu l tu re . I conog raphy is an 

impor tan t sub jec t a n d wil l remain so in 

India as n u m e r o u s images of g o d s a n d 

g o d d e s s e s are f o u n d in t e m p l e s . In 

recent t imes , min ia ture pa in t ing , t r ibal , 

fo lk, popu la r a n d m o d e r n art f ind a p lace 

in cu r r i cu lum, wh i le anc ient art a n d 

arch i tec ture lose their earlier i m p o r t a n c e , 

a n d t eache rs in t hese sub jec ts are f e w 

a n d far b e t w e e n . 

S ince the 19 th cen tu ry w h e n the h is tory 

of art a n d arch i tec tu re w a s wr i t ten by 

a rchaeo log is ts a n d eng ineers of T h e East 

India C o m p a n y , it w a s d o m i n a t e d by t he 

ideas of t he super ior i ty of G r e e c e a n d the 

w e s t e r n s t anda rds of pe rspec t i ve . Bu t in 

recent t imes Indian te rm ino logy of 

anc ien t arch i tec tura l t ex ts is be ing 

e m p l o y e d t o desc r i be m o n u m e n t s . 

Interpretat ive s tud ies of t ex ts b y 

arch i tec tura l h is tor ians in c o - o p e r a t i o n 

w i t h prac t is ing t radi t ional a rch i tec ts 

{sthapatis) have p layed an impor tan t par t 

in ident i fy ing t he te rm ino logy of var ious 

c o m p o n e n t s of t he t e m p l e f r o m the p l in th 

t o spire-f in ial . Reg iona l nomenc la tu re has 

t o s o m e ex ten t rep laced dynas t i c labels 

in arch i tec tura l history. 

As Par tha Mi t ter wr i tes in his Pre face t o 

Indian Art, 'The interest ing ques t i on is no t 

w h a t Indian art shares w i th w e s t e r n art , 

bu t h o w it di f fers f r o m i t ' . Th is po in t of 

d i f ference is impor tan t t o r e m e m b e r in 

teach ing of Indian art. T h e anc ient Indian 

a p p r o a c h t o t he h u m a n b o d y is 

in f luenced by t he d isc ip l ine of Yoga a n d 

by t he pe rspec t i ve of d a n c e . T h e 

interre lat ionship of ar ts - pe r fo rm ing a n d 

visual - is e m p h a s i z e d in anc ient Indian 

tex ts , w h i c h , as wel l as t he theo ry of 

Rasa, a n d devo t iona l aes the t i cs , needs 

t o b e t a k e n into a c c o u n t wh i le t each ing 

Indian art , a n d t o s o m e ex ten t is be ing 

d o n e . 

Ar t has t o b e t rea ted in a tota l f r a m e w o r k 

aga ins t a n e t w o r k of re la t ionships -

soc ia l , e c o n o m i c , cu l tura l , rel igious - a 

n e t w o r k w h i c h is d y n a m i c a n d c h a n g i n g 

in di f ferent pe r iods of history. In add i t i on 

t o t he socia l h is tory of art , there is a lso 

ano the r pe rspec t i ve t o v iew art . Wh i le 

research ing o n t he 1 

0 th 
- 1 1 t n cen tu ry 

t e m p l e s of Kha ju raho in cent ra l India, 

w h a t I no t i ced w a s t he i m p o r t a n c e of t he 

internal v iew ing of t he t emp le , t h e m i n u t e 

observa t ion of t he w a y images are p laced 

in t he t e m p l e , a n d to see h o w the 

arch i tec t has p ro jec ted c o n c e p t s t h r o u g h 

t he scu lp tura l s c h e m e of t he t e m p l e . 

Teach ing soc ia l h is tory of art is impo r tan t 

a n d p e r h a p s equal ly impo r tan t as it is t o 

s t u d y a n d t e a c h t he i cono logy of t e m p l e s 

a n d images . 

M e t h o d s of t each ing art h is tory in India 

inc lude s l ides a n d power -po in t 

p resen ta t ion . Field t r ips a n d s i te-

seminars he lp t o famil iar ise s t uden t s w i th 

m o n u m e n t s . T h e onl ine sl ide d a t a b a s e 

p rov ided by t he A m e r i c a n Inst i tute of 

Indian S tud ies , G u r g a o n , he lps research 

a n d t each ing o n t e m p l e ar ts . Wh i le 

m o d e r n t e c h n i q u e s of d ig i ta l isat ion 

faci l i tate t h e s t u d y a n d teach ing of t he 

fo rma l a s p e c t s of art, it is a c loser s tudy 

a n d internal v iew of scu lp tura l imager ies 

that w o u l d g ive t he con ten t a n d m e a n i n g 

of art. 

Crispin Branfoot 

W h e r e is S o u t h As ia? S t u d y i n g t h e 

a r t s o f I nd ia i n 2 1 s t - c e n t u r y 

B r i t a i n 

T h e G L A A D H pro jec t h igh l igh ted t he 

g r o w i n g awa reness that t he Eurocent r ic 

f o c u s of m a n y u n d e r g r a d u a t e c o u r s e s in 

t he His tory of Ar t a n d Des ign is 

i nadequa te for t h e 2 1 s t century. S o u t h 

As ia has a r ich a n d var ied t rad i t ion of ar t , 

a rch i tec ture a n d mater ia l cu l tu re 

spann ing m o r e t h a n 2 0 0 0 years . Desp i te 

Bri tain's long co lon ia l a n d imper ia l 

assoc ia t ion w i th S o u t h As ia , t he 

s igni f icant S o u t h As ian popu la t i on in 

m a n y of Br i tain 's c i t ies, a n d m a n y 

s t uden t s ' d i rec t exper ience of S o u t h As ia 

du r ing t he 21 s * - c e n t u r y ' G r a n d Tour ' o f 

India a n d Tha i land , there are f e w 

oppor tun i t i es for s t uden t s t o s tudy th is 

a rea of art history. T h e t w o c o n t e x t s in 

w h i c h S o u t h As ian art are current ly a n d 

m a y in t he fu tu re b e s tud ied are: (i) w i th in 

spec ia l ized c o u r s e s focuss ing expl ic i t ly 

o n As ian art , s u c h as at S O A S or the 

Br i t ish M u s e u m , or (ii) as e lemen ts w i th in 

the m a n y u n d e r g r a d u a t e deg rees in t h e 

His tory of Ar t tha t f ocus o n W e s t e r n a n d 

Eu ropean art f r o m the Rena issance t o 

t he p resent . Th is pape r wil l a d d r e s s 

s o m e of t he pract ica l issues (l i terature, 

w e b s i t e s , m u s e u m co l lec t ions a n d 

m o n u m e n t s ) a n d me thodo log i ca l issues 

re lated t o t each ing S o u t h As ian art a t 

u n d e r g r a d u a t e level in Br i ta in. Th is is 

b o t h as a spec ia l ized top i c t o s t uden t s 

w i t h a b a c k g r o u n d in S o u t h As ian s tud ies 

bu t no t art h is tory as an a c a d e m i c 

d isc ip l ine, a n d t o art h is tor ians unfami l iar 

w i t h S o u t h As ian cu l ture . T h e author 's 

expe r ience of t each ing S o u t h As ian art in 

b o t h c o n t e x t s wil l i l luminate t hese issues. 
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Natasha Eaton 
University of 
Michigan 
A r t H i s to ry , G l o b a l i z a t i o n s a n d Sly 

M u l t i c u l t u r a l i s m i n t h e A c a d e m y 

This paper questions whether a global 

worldview of/for art history is on the 

agenda. My intervention plays off Art 

History in the UK against 2 alternative 

locations: India and the US with a focus 

on South Asian/diasporic visual culture in 

/outside of higher education. I explore 

how/why repercussions of a certain 19* n -

century/imperialist 'exhibitionary 

complex' still determines British ideas of 

'governing Art History' and how Britain 

deploys this perspective for evaluating 

others' ideas of Art Histories. In this 

reckoning (concerned with 'critical 

dialogue' between museums, galleries 

and art history departments), Art History 

in India, by 'rejecting/mistranslating' this 

status quo must be in crisis. But we must 

take into account the dynamic 

interactions between art historians, 

artists, curators, public speech that 

articulate alternative entanglements and 

productive disjunctures in the 

postcolonial, vernacular practices of art 

history in South Asia - where several of 

the leading scholars of visual culture are 

not Art Historians at all. 

Given the drive of the Subaltern Studies 

collective to provincialize 

European/colonial history by disrupting 

the hegemonic idioms of the western 

(especially U.S.) academy, this paper 

considers whether British universities qua 

their Indian/US counterparts, are taking 

these challenges seriously. Is this a 

question of lack of resources in marked 

contrast with the Asian endowments of 

the US (e.g. Asia Society) where non-

western art is a conspicuous agent (often 

equal player) in university education, or is 

it more ominously, steeped in 'sly 

multiculturalism' - i.e. a strategy for its 

institutional inclusion and simultaneous 

confinement in terms of 

authenticity/difference and the marginal? 

Michael Moore 
University of Ulster 
R e c o r d i n g A p p l i e d A r t H is to ry ) 

f r o m a p p r e n t i c e t o c r a f t s p e r s o n 

t o a p p l i e d a r t p r a c t i t i o n e r . 

D o c u m e n t i n g A p p l i e d A r t H i s t o r y 

f r o m t h e l a t e 2 0 t h C e n t u r y i n t o 

t h e e a r l y 2 1 s t C e n t u r y 

The paper will define contemporary 

western Applied Artists as makers of 

objects, some of which have a function 

and some of which were initially inspired 

by a functional object, or a making 

technique associated with function. 

The paper will consider arguments raised 

by Contemporary Craft and Applied Art 

Historians, (discussed in the University of 

East Anglia 'Obscure objects of Desire' 

and 'Ideas in the Making' conferences 

and the University of Northumbria 'The 

Body Politic' conference), who have 

argued that the documentation of the 

Applied Arts may be scarce due in part to 

the ancient apprentice system where 

technique and practice were handed 

down in secrecy, through word of mouth 

instead of the written word. The text will 

discuss the evolution and eventual 

demise of the apprentice system of 

training in relation to the craft practitioner 

by considering three particular strands of 

training in relation to one applied art 

practice: ceramics. 

Specifically the paper will look at the 

history of the apprentice system in 

ceramics in Ireland - the historical strand, 

compared to two current methods of 

training and education in ceramics in 

Ireland - the contemporary strands: 

1. Ceramics within the art college 

campus. 

2. The Crafts Council of Ireland 

Thomastown one-year pottery skills 

course. 

As ceramics has moved out of the 

apprentice system its uptake has 

broadened to include the university 

graduate and the peer-trained potter. 

Therefore, not only has the cultural and 

societal profile of the candidate changed, 

so also has the intention or function of 

that which is produced in ceramics; 

studio pottery, sculpture, installation and 

performance, as well as mass-produced 

domestic ceramics. 

Applied Art Historians are also urging 

Applied Artists to document their own 

history arguing that if artists document 

their own history, it guarantees accuracy. 

Accuracy may be guaranteed if Applied 

Artists document their own history, but in 

doing so they compromise studio time, 

they may drift outside their areas of 

expertise and ultimately create the 

double risk of damaging the quality of 

Applied Art objects and the quality of 

Applied Art History. 

Most Applied Artists were not trained to 

be writers or historians. Some however 

have authored exceptional text and these 

critiques will be considered. This paper 

will not seek to discourage Applied 

Artists entering the realm of the written 

word, but to make experts of this realm 

aware of the consequences entering this 

realm holds for the Artist. 
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21st Century Art History: Global Reception 

Emma Loosley 
University of 
Manchester 
A r t H i s t o r y a n d C u l t u r a l B e l o n g i n g 

in C o n t e m p o r a r y Sy r ia 

This paper has evolved out of a series of 

community projects that I have initiated in 

Syria since 1997. My hypothesis is that a 

knowledge of the artistic traditions of a 

region bring local people more in touch 

with their cultural roots and encourage a 

sense of belonging. This is particularly 

the case when a religious minority feels 

disenfranchised by the majority group. 

In 1997 I began taking groups of 

Christians from Aleppo to the Limestone 

Massif, to the west of the city, in order to 

explain the abandoned late antique 

villages that dominate the landscape to 

them. These groups ranged in age from 

late teens and early twenties through to 

pensioners. During the course of these 

visits people questioned why there is no 

formal training in Art History in their 

country and discussed how this kind of 

cultural awareness tied them more 

closely to the land than they had 

previously thought. In turn this caused 

them to question their self-imposed 

perception of themselves as 'outsiders' 

and caused them to think in terms of a 

wider 'Syrian' identity. 

From 2000 onwards I have worked with a 

community in the Syrian desert that 

mixes Christians and Muslims, bedu and 

agricultural workers. Boundaries are fluid 

and village worship centres on the 

ancient monastery of Mar Elian. Mar Elian 

(St. Julian) is venerated by all villagers 

and this perception of ancient ties means 

that Art Historical research into the site 

has been welcomed by the community 

as a whole as it is seen to validate their 

claims of the power of their saint. 

Taking these two projects as case 

studies I shall try and evaluate the 

importance of Art History as an academic 

discipline in the contemporary Middle 

East. 

Thomas A. Dowson 
University of 
Manchester 

B e n i n A r t a n d i t s r e c e p t i o n i n 

B r i t a i n t o d a y 

Benin art plundered from the City of 

Benin in 1897 by the British Army has 

come to enjoy a specific status in Britain 

today. The teaching and researching of 

Benin art today raises several critical 

issues: including imperialism and the 

plunder of Africa; ethnographic 

art/objects; displays of material culture 

and inventions/constructions of Africa; 

repatriation of cultural objects; the 

creation of diasporic communities and 

identities. The Benin pieces regularly 

appear in popular and academic 

discussions about the repatriation of 

cultural objects from the remnants of an 

Imperial heartland to their places of 

origin. Benin art, like the Parthenon 

Marbles, have come to typify the 

repatriation debate. But, in the 

construction of this debate these pieces 

have been grossly 'objectified' - they are 

objects to have, to study and to keep. 

Objects looted from the sacking of the 

Benin City have had rich and varied 

biographies since then. These 

biographies are overlooked, and not seen 

as important or meaningful - they add 

nothing to 'the meaning' or cultural 

significance of the objects in their original 

cultural contexts. In this paper I examine 

the reception of Benin art in Britain today, 

for instance I explore a recent series of 

etchings by Tom Phillips, and some of 

these biographies to challenge the 

'object' status of this material culture, 

and I tease out the implications of 

knowing about the 'lives' for teaching 

and researching Benin art. 

Stehanie Koerner 
University of 
Manchester 

T h e ' E n d o f A r t ' o r I c o n o c l a s h : 

' C r i s e s o f R e p r e s e n t a t i o n ' a n d 

A t t e m p t s t o G l o b a l i s e t h e ' N e w ' 

A r t H i s t o r y 

This contribution will pursue three aims. 

Part 1 presents a framework for exploring 

relationships between the very long 

history of episodes of 'crises of 

representation,' 19th and 20th century 

movements associated with the notion of 

the 'end of art,' and key features shared 

by otherwise opposing paradigms for the 

'new art history.' Part 2 concerns 

challenges that are likely to face any 

attempt to globalise the 'new art history.' 

Part 3 illustrates key practical issues with 

examples drawn from materials for a new 

MA course entitled, Iconoclash: Debates 

in Pre-Columbian and Latin American 

Visual Culture Studies. I will conclude by 

suggesting the bearing the notion 

'iconoclash,' may have on some crucial 

problems teaching art history faces in an 

'age' that some characterise in terms of 

increased 'privatisation of ethics' and 

'globalisation of indifference.' 
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edi ted by Alexander Alberro; Alice Aycock: Sculpture 
and Projects by Rober t H o b b s ; Dada East: The 
Romanians of Cabaret Voltaire by Tom Sandqvis t ; 
Interrogation Machine: Laibach & NSK by Alexei 
Monroe ; Stelarc, The Monograph ed i ted by 
Marquard Smi th . 

Ar ts and Design journals f rom The MIT Press include 
October, Grey Room and Design Issues. 

At tend ing : 
Ann Twiselton 

1 8 1 A H igh H o l b o r n 
L o n d o n 
WC1V 7QX 
Te l : + 4 4 (O) 2 0 7 8 4 5 5 0 0 0 
Fax: + 4 4 (0) 2 0 7 8 4 5 5 0 5 0 
E -ma i l : m a i l @ t h a m e s h u d s o n . c o . u k 
W e b s i t e : w w w . t h a m e s a n d h u d s o n . c o m 

Thames & Hudson is internationally renowned for 
creat ing beautifully p roduced and scholarly i l lustrated 
books . The highlight of this season's publ ishing 
p rog ramme is Art Since 1900; Modernism, 
Antimodernism, Postmodernism, a major new history 
of mode rn art wr i t ten by four of the most innovative 
and influential art historians work ing today. Visit our 
s tand to get your copy of this book and f ind details of 
our other tit les. 

At tend ing: 
Anna Vinegrad 
Jo Wal ton 

Ashgate Publishing S t a n d 6 

G o w e r House 
C r o f t Road 
A l d e r s h o t 
G U 1 1 3 H R 
Tel : 0 1 2 5 2 3 3 1 5 5 1 
Fax: 0 1 2 5 2 3 4 4 4 0 5 
E-ma i l : i n f o @ a s h g a t e p u b l i s h i n g . c o m 
W e b s i t e : w w w . a s h g a t e . c o m 

Ashgate is a leading publ isher of academic research 
in the social sc iences and humani t ies. From 2005 , 
our publ ishing in social a n d cultural history will also 
embrace the History of Visual Culture. Art-historical 
top ics will be t reated within a cul tural- and socia l -
historical f ramework , centr ing on the nineteenth and 
twent ie th centur ies. The Lund Humphr ies imprint 
cont inues t o e n c o m p a s s artist's monographs , 
m u s e u m co-pub l ica t ions and design and 
pho tography books . 

At tend ing: 
Luc inda Lax 
Melissa Page 
Helen Kennedy 
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t a n d s 

9 6 0 0 Gars ing ton Road 
O x f o r d 
0 X 4 2DQ 
Te l : 0 1 8 6 5 7 7 8 3 1 5 
Fax: 0 1 8 6 5 4 7 1 7 7 5 
E-ma i l : customerservices® 
o x o n . b l a c k w e l l p u b l i s h i n g . c o m 
W e b s i t e : w w w . b l a c k w e l l p u b l i s h i n g . c o m 

Blackwel l Publ ishing is a leading name in humani t ies 
and social sc iences publ ishing, commi t t ed t o 
suppor t ing the global academic commun i t y in bo th 
teach ing and research. One of the wor ld 's leading 
society journal publ ishers, w e are p roud of our long­
standing relat ionship wi th the journals Art History and 
The Art Book. 

Our b o o k s list in Art & Theory has cont inued to g row 
th roughout 2004 /5 . Recent highl ights include Theory 
in Contemporary Art since 1985, Art Theory: An 
Historical Introduction, and Deborah Cherry's Art: 
History: Visual: Culture - wh ich is new in the Art 
History special issue series. Please visit our s tand to 
view these and other tit les f rom Blackwel l Publ ishing, 
and to take advantage of our conference d iscount . 
W e look fo rward to seeing you there! 

A t tend ing : 
Rachael Street 
Phi l ippa Joseph 
Ursula McCanny 

Merrell Publishers 
8 1 S o u t h w a r k S t r e e t 
L o n d o n 
SE1 OHX 
Te l : 0 2 0 7 9 2 8 8 8 8 0 
Fax: 0 2 0 7 9 2 8 1 1 9 9 
E -ma i l : k c @ m e r r e l l p u b l i s h e r s . c o m 
W e b s i t e : w w w . m e r r e l l p u b l i s h e r s . c o m 

Merrell special ises in publ ishing high-qual i ty 
i l lustrated b o o k s on all aspec ts of visual cul ture 
including fine art, the decorat ive arts, photography, 
archi tecture and des ign. Do visit the Merrell s tand 
where w e will be del ighted t o offer delegates a 
special conference d iscount . 

A t tend ing : 
K im C o p e 

Penn State University Press 
8 2 0 N o r t h Un i ve r s i t y D r i ve 
USB 1 , Su i t e C, U n i v e r s i t y Pa rk 
PA 1 6 8 0 2 - 1 0 0 3 
USA 
Tel : 8 1 4 - 8 6 5 - 1 3 2 7 
Fax: 8 1 4 - 8 6 3 - 1 4 0 8 
E -ma i l : i n fo@psupress .o rg 
W e b s i t e : h t t p : / / w w w . p s u p r e s s . o r g 

n d 5 

7 1 Grea t Russe l l S t r e e t 
L o n d o n W C 1 B 3 B P 
Te l : 0 2 0 7 4 3 0 8 8 5 0 
Fax: 0 2 0 7 4 3 0 8 8 8 0 
E -ma i l : i n f o@lau rencek ing . co .uk 
Webs i t e : w w w . l a u r e n c e k i n g . c o . u k 

Special ists in high-qual i ty i l lustrated b o o k s on art 
history, archi tecture and des ign. 

At tend ing: 
Laura Will is 
Kerst in Peter 
Lee Ripley-Greenfield 
Kara Hatters ley-Smith 

Penn State University Press is ded ica ted t o serving 
the wor ldw ide ne twork of scholars by publ ishing the 
highest quality b o o k s and journals in the humani t ies 
and social sc iences. N e w tit les: The New Palaces of 
Medieval Venice, The Renaissance Perfected, Sacred 
Shock, Mary's Mother. Recent co-publ icat ions w i th 
the Philadelphia M u s e u m of Art : Italian Master 
Drawings, Italian Paintings, 1250-1450, Pontormo, 
Bronzino, and the Medici. 

At tend ing : 
Gloria Kury (Arts and Humani t ies Editor) 
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4 P a r k Sq u a re 
M i l t o n P a r k 
A b i n g d o n 
Oxon 
O X 1 4 4 R N 
Te l : 0 2 0 7 0 1 7 6 0 0 0 
Fax: 0 1 2 3 5 8 2 9 0 0 0 
E - m a i l : enqu i r y@tand f . co .uk 
W e b s i t e : w w w . t a n d f . c o . u k 

Bui ld ing on t w o centur ies ' exper ience, Taylor & 
Francis has g rown rapidly over the last t w o decades 
to b e c o m e a leading international academic 
publisher. Wi th offices in London , Br ighton, 
Bas ingstoke and Ab ingdon in the UK, N e w York and 
Phi ladelphia in the USA and Singapore and Sydney in 
the Pacific Rim, the Taylor & Francis Group publ ishes 
more than 1000 journals and around 1,800 new 
b o o k s each year, w i th a b o o k s backl ist in excess of 
2 0 , 0 0 0 special ist t it les. 

A t tend ing : 
Michel le Hunt 
Kate llott 

ARTbibliographies 
Modern S t a n d 4 

4 6 4 0 K i n g s g a t e 
C a s c a d e Way 
O x f o r d B u s i n e s s P a r k S o u t h 
O x f o r d 
O X 4 2ST 
Te l : 0 1 8 6 5 3 3 6 2 5 6 
Fax: 0 1 8 6 5 3 3 6 2 5 8 
E -ma i l : a b m @ c s a . c o m 
W e b s i t e : w w w . c s a . c o m / c s a / f a c t s h e e t s / 
a r t b m . s h t m l 

ARTbib l iographies Mode rn prov ides full abst racts of 
journal art icles, books , essays, exhibit ion cata logues 
and dissertat ions on m o d e r n and con temporary art, 
pho tography and des ign. Its coverage of all fo rms of 
international art includes bo th English and foreign-
language material . Approx imate ly 12 -13 ,000 new 
entries are a d d e d each year, and entries date back as 
far as the late 1960s. It is available on the W e b or in 
print. 

A t tend ing : 
Elizabeth Madder 
Rhiannon Armst rong 
Sophie Panagi 

Manchester University Press 
O x f o r d Road 
M a n c h e s t e r 
M 1 3 9NR 
Te l : 0 1 6 1 2 7 5 2 3 1 0 
Fax: 0 1 6 1 2 7 4 3 3 4 6 
E -ma i l : m u p @ m a n c h e s t e r . a c . u k 
Webs i te : www.manches te run i ve rs i t yp ress . co .uk 

M.U.P. has establ ished itself as one of the mos t excit ing 
publ ishers in art history and des ign , br inging the best of 
art history, des ign history and visual cul ture as a who le 
to a wider academic and student audience, th rough the 
publ icat ion of scholarly research, journals and 
tex tbooks . Our lead title this spr ing is The world in paint 
by David Peters Corbet t , wh ich is available at the stall. 

A t tend ing : 
Al ison Welsby 
Jonathan Bevan 

Routledge Publishers 
2 P a r k Squa re 
M i l t o n Pa rk 
A b i n g d o n 
Oxon 
O X 1 4 4 R N 
Te l : 0 2 0 7 0 1 7 6 0 0 0 
Fax: 0 2 0 7 0 1 7 6 7 0 8 
E -ma i l : t o m . c h u r c h @ t a n d f . c o . u k 
W e b s i t e : w w w . r o u t l e d g e . c o m 

Publ ishers of Art , Art History, Design, Visual Culture 
and Aesthet ics. New titles o n display include Modern 
Art: A Critical Introduction second edi t ion by Pam 
M e e c h a m and Julie She ldon, Learning to Look at 
Modern Art, Learning to Look at Paintings by Mary 
Ac ton and Graphic Design as Communication by 
Malco lm Barnard. 

At tend ing: 
Tom Church 
Helen Lawton 
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T h e Tobacco F a c t o r y 
Ra le igh Road 
Sou thv i l l e 
B r i s t o l 
BS3 1TF 
Te l : 0 1 1 7 9 0 2 0 2 7 5 
Fax: 0 1 1 7 9 0 2 0 2 9 4 
E-ma i l : u p m 0 1 b r i s t o l @ c o m p u s e r v e . c o m 
www.un i ve rs i t yp ressesmarke t i ng . co .uk 

University Presses Marketing are the appointed sales 
representatives for a group of distinguished academic 
publishers from the USA, UK and Continental Europe. 
Titles and information will be available from the 
University Presses of Amsterdam, Cornell, Minnesota, 
Pennsylvania and SUNY. We will also represent Tate 
Publishing. Visit the University of Chicago Press at 
their own stand. Visit our website for full access to our 
lists: www.universitypressesmarketing.co.uk. 

Attending: 
Andrew Gilman 
Paul Skinner 

University of Chicago Pr 
1 4 2 7 E 6 0 t h S t r e e t 
C h i c a g o 
I l l i no i s 
6 0 6 4 7 
USA 
Te l : 7 7 3 7 0 2 7 7 0 0 
Fax: 7 7 3 7 0 2 9 7 5 6 
E -ma i l : k s@press .uch i cago .edu 
W e b s i t e : w w w . p r e s s . u c h i c a g o . e d u 

Publisher of scholarly books and journals 

Attending: 
Andrew Gilman 

Apollo 
2 0 Theoba ld ' s Road 
L o n d o n 
W C 1 X 8 P F 
Te l : 0 2 0 7 4 3 0 1 2 6 0 
Fax: 0 2 0 7 4 0 4 7 0 1 5 
E -ma i l : a d v e r t i s i n g @ a p o l l o m a g . c o m 
W e b s i t e : w w w . a p o l l o - m a g a z i n e . c o m 

Celebrating 80 years of publication this year, Apollo 
continues to be one of the most respected art 
historical magazines in the world. Redesigned in 
2004 with a fresh contemporary look and useful 
website - www.apollo-magazine.com - articles now 
also cover contemporary art and photography. 
Subscribe via our website and save over 40%. 

Oxford University Press 
Grea t C l a r e n d o n S t r e e t 
Ox fo rd 
O X 2 6 D P 
Te l : 0 1 8 6 5 3 5 3 1 0 3 
Fax: 0 1 8 6 5 3 5 3 8 3 5 
E -ma i l : a c e x h i b i t i o n s . u k @ o u p . c o m 

Oxford University Press is a department of the 
University of Oxford. It furthers the University's 
objective of excellence in research, scholarship, and 
education by publishing worldwide. Key titles include: 
The Oxford Art Journal, The Oxford History of Art 
series, as well as specialised academic publications 
which examine works of art from ancient titles to the 
present day. 

Attending: 
Nigel McKinley 
Michael Hall 
Samson Spanier 
Susannah Woolmer 

Attending: 
Hannah Whyte 
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Prestel Publishing Ltd 
4 B l o o m s b u r y P lace 
L o n d o n 
W C 1 A 2 Q A 
Te l : 0 2 0 7 3 2 3 5 0 0 4 
Fax: 0 2 0 7 6 3 6 8 0 0 4 
E -ma i l : sa les@pres te l - uk . co .uk 
W e b s i t e : w w w . p r e s t e l . c o m 

Reaktion Books 
7 9 F a r r i n g d o n Road 
L o n d o n 
E C 1 M 3 J U 
Te l : 0 2 0 7 4 0 4 9 9 3 0 
Fax: 0 2 0 7 4 0 4 9 9 3 1 
E -ma i l : m a r i a @ r e a k t i o n b o o k s . c o . u k 
W e b s i t e : w w w . r e a k t i o n b o o k s . c o . u k 

Founded in 1924, Prestel are one of the leading 
publishers of high quality, illustrated art books with 
authors such as Olivier and Diana Picasso, Hans 
Belting, Wieland Schmied, Max Hollein, Norman 
Foster, Tom Phillips, Felix Thurlemann, Michael 
Piotrovsky, Rudolf Leopold and Mark Rosenthal. 

Attending: 
Mr Andrew Hansen 
Miss Amanda Robinson 

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

Attending: 
Dave Hoek 
Michael Leaman 

AHDS Visual Art 
T h e Su r rey I n s t i t u t e of A r t & Des ign 
Un i ve r s i t y Co l l ege 
Fa l kne r Road 
F a r n h a m 
GU9 9AS 
Te l : 0 1 2 5 2 8 9 2 7 2 3 
Fax: 0 1 2 5 2 8 9 2 9 1 3 
E -ma i l : i n fo@v isua la r t s .ahds .ac .uk 
W e b s i t e : w w w . t h e d i g i t a l p i c t u r e . a c . u k 

The Digital Picture initiative aims to provide a National 
overview of issues, and potential solutions, relating to 
the effects of the digital image revolution on art 
education. 

Through a comprehensive consultation with 
stakeholders and interested parties, augmented with 
a coordinated survey and subsequent analysis, The 
Digital Picture will identify tangible problems and offer 
arenas for discussion and possible routes towards 
practical solutions. 

Liverpool University Press 
4 C a m b r i d g e S t r e e t 
L i v e r p o o l 
L 6 9 7ZU 
Te l : 0 1 5 1 7 9 4 2 2 3 3 
Fax: 0 1 5 1 7 9 4 2 2 3 5 
E-ma i l : j .m .sm i th@l i v .ac .uk 
W e b s i t e : w w w . l i v e r p o o l - u n i p r e s s . c o . u k 

LUP has established itself as a key publisher in the 
study of art history and visual culture. We publish 
titles on a broad range of subjects covering artists as 
diverse as Thomas Gainsborough and Conroy 
Maddox. Publications include the award-winning 
Public Sculpture of Britain series and Tate Liverpool 
Critical Forum series. This year LUP began publishing 
the Sculpture Journal on behalf of the PMSA. 

Attending: 
Andrew Kirk 

Attending: 
Polly Christie 
Kay Barrett 
Brenda Brinkley 
Mike Pringle 
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