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SESSION 24 

TOOLS OF TRADES: 
ARTICULATING SCULPTURAL 
PRACTICE 

Jyrki Siukonen. Finnish Academy of Fine Ar ts 

J o n Wood. Henry Moore Ins t i tu te 

The turn from discussions o f academic 

sculpture and its traditional separation of 

invent ion and execution toward what were 

believed to be more 'direct', ' hones t ' and 

'expressive' working methods, ( f rom Augus te 

Rodin to Constan t in B rancus i , fo r example) , 

resu l ted in ma jor changes in unders tand ing of 

bo th s tud io p r a c t i c e and scu lp tu ra l r he to r i c . 

No t only too ls and m e t h o d s , but a lso words 

and s i lences c o n s t i t u t e d a new approach to 

sculpture mak ing and th is was a c c o m p a n i e d 

by accoun ts tha t qua l i f i ed the manuals and 

t ex tbooks of the day. Modern scu lp tu re p r a c t i c e 

cou ld be p r o m o t e d as an independent , so l i ta ry 

and even med i ta t i ve exerc i se . 

This way of dea l ing wi th the artisanal aspec ts 

of scu lp tu re goes hand in hand wi th new 

f o r m s of se l f -p resen ta t i on , in bo th wo rd 

and image , wi th p h o t o g r a p h y in particular 

used as a compelling means of a r t i cu l a t i ng 

p r a c t i c e . These h i s to r i ca l changes in s c u l p t o r s ' 

vocabu la ry - material, visual and conceptual 

- challenge us to ask how manual work and its 

philosophy have been understood by makers 

themselves, and by t hose who have taugh t and 

s tud ied i t - and a/so by those who con t inue to 

do so today. 

This sess ion reflects upon the tools and 

languages of sculpture making, addressing the 

different mean ings of ma te r i a l s , p rocesses 

and non-verba l ways of articulating sculptor's 

practice. The majority o f pape rs dea l with 

twentieth and twenty-first century sculpture, 

but there are contributions that examine the 

articulation of particular sculptural practices 

in the 18th and i 9 th cen tu r i es . By b r ing ing 

t o g e t h e r h is to r ians and contemporary 

practitioners we aim to open up d i scuss ion o f 

the different aspects of sculptural 'tooling', 

both inside the studio and beyond it. 
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HOW PHILOSOPHICAL IS A 
SILENT SCULPTOR? 

Jyrki Siukonen 
Finnish Academy of Fine Arts 

The sculptor David Smith once explained his 
work by saying that there were no words in his 
mind during its creation and therefore words 
are not needed in its seeing. This 'sculptor 
silence' could be pe rhaps u n d e r s t o o d , as 
Anthony Caro has s u g g e s t e d , to express 
Smith's unwillingness for talking art talk. 
But what happens if we look at this withdrawal 
from verbalisation as a p a r t of particular 
methodology of making? As Hans-Georg 
Gadamer o f ten sa/d, se l f - i n te rp re ta t ion of 
a r t is only a secondary phenomenon . So, if 
there were no words in Smith's mind while 
he w o r k e d , how and what was he th inking? 
How am / th ink ing when i work in my studio? 
If our thoughts of making take place outside 
language, are there then other ways of 
articulating sculpture and i ts becoming? 

In this paper I will d i scuss some aspec t s of 
non-verba l c rea t i ve p r o c e s s e s , starting with 
uses and defences of silence in the articulation 
of practice and use of tools in modern 
sculptors such as Constan t in B rancus i and 
David Smi th . I also s u g g e s t that the foundation 
of their arguments could become clearer if 
s tud ied t o g e t h e r wi th ce r ta in s ta temen ts f r om 
the i r more ve rbose c o n t e m p o r a r i e s . While a 
philosophy of tools remains yet to be written, 
i ns igh ts of Mar t in He idegger and Ludwig 
Wi t tgens te in are use fu l po in ts of re fe rence 
here. Espec ia l l y Wi t tgens te in , w i th his technical 
background and firsthand knowledge of 
workshop m e t h o d s , comes su rp r i s ing l y c lose 
in d e s c r i b i n g the non-verba l nature of mak ing , 
emphas i sed by Smi th . The me thods applied by 
Brancusi when t each ing his y o u n g appren t i ce 
Isamu Noguchi in 1 9 2 7 , also make sense in 
re la t ion to He idegger ' s famous d i scuss ion of 
too ls in Sein und Zei t , pub l i shed in the 
same year. 

Look ing a f resh at the s tud io p r a c t i c e s of 
these two modern scu lp to r s , who bo th used 
p h o t o g r a p h y as a too l , we can g r a s p some th i ng 
of the double act of making and thinking. Or, 
as Smi th and He idegger bo th s t r u g g l e d to say, 
we may realise that making is what actually 
cons t i t u tes the proper way of see ing . 

THINKING WITH OUR HANDS 
OR THE CONTINUITY OF 
LABOUR/CRAFT AND THE 
CONTINUITY OF FORGETTING 
ABOUT LABOUR/CRAFT 

Edward Allington 
Slade School of Art 

Part 1: The magical k i ngdom 

In his book The Gods , Alain (the pen name of 
the French Ph i losopher Emi le-Auguste Chart ier , 
known to his s tuden ts - Weil, Malraux, Sartre 
- as s imply I 'Homme) confronts the notion of 
deity, of the magical thinking of children, and 
our continuing inability to recognize that every 
aspect of the world we inhabit as human be ings 
is , or has, or will have to actually be, made by 
somebody . The bas ic p rem ise of th is is that 
the world we inhabit is a product of labour, of 
action with tools on materials. 

A television programme: a group of primary 
school children are asked where they think milk 
comes from. Most , not unreasonab ly say i t 
comes f rom a shop. One child says f r om cows , 
when asked how we g e t the mi lk out of the cow 
the ch i ld rep l ies by cu t t i ng i t in half and pouring 
it out. This seems funny, but only if you know 
how milk is produced. If the question had been 
about hamburgers it would be brutally accurate. 
In fact although most adults probably know we 
get milk from cows I would imagine m o s t don ' t 
know how. In fac t qu i te comp lex too ls are ^ s e d . 

Par t 2: Tools 

So what are tools? Tools are a mediating 
mechanism be tween an aim, a material and an 
action. Examples of the variants of one tool will 
be presented. 

I wou ld l ike to then p resen t two l i s t s ; one of 
ma te r ia l s us ing Phil ip King as an example - the 
Vorkshire Scu lp tu re Park and Frieze produced a 
list of all the mate r ia l s Phi l ip King had used (a 
l o t ) ; then a l i s t of ac t ions us ing Richard Ser ra 
as an example . 

Part 3: The making of two sculptures 

I plan to use two bas ic examples in the paper; 
a work in bronze by myself 'Tilted Vase' sited 
in R a m s b o t t o m , g r e a t e r Manches ter , and a 
work 'Onna' ( woman) by the Japanese Meiji 
period sculptor Ogiwara Moirel also known as 
Rokuzan). So the paper p resen ts the a im as 
mak ing a bronze cas t scu lp tu re . So what are 
the cons t i t uen t s of labour in the context of 
sculpture? And why do the tools and methods 
make difference? 

Standard tools and cus tom tools. 
The difference of tools for making tools. Then 
on to the examples and the subt le difference 
between two ways of making bronzes, one 
Western the other Eastern. The whole f r amed 
wi th in the c o n c e p t of c ra f t , of mak ing , of 
l ook ing and recogn i z i ng the materiality of the 
world we inhabit and the peop le whose labour 
and use of too ls actually created it. And to try 
to establish how much is ac tua l l y los t . 
My belief is that th is lack of r ecogn i t i on of 
labour and p r o c e s s is one of the reasons 
peop le do not unde rs tand , app rec ia te , enjoy the 
wor ld a round them and do no t unders tand the 
need for ecological action. 

THE RABBIT AND THE TURTLE: 
ARTISTIC EDUCATION, EX 
TEMPORE EXERCISE AND THE 
SCULPTOR'S MATERIALS IN 
FRENCH WRITINGS ABOUT 
SCULPTURE [CA. 1720-1770) 

Tomas Macsotay 
Univers i ty of A m s t e r d a m 

In a D iscourse f r om 2 7 8 4 , Joshua Reynolds 
referred to French artists' capac i t y for d raw ing 
the human f igure without previous warning, 
ex t e m p o r e . As he d id this, he recovered a 
long tradition of measuring artistic readiness 
by reference to the passage of t ime. Such 
a t t i t udes had been p re -eminen t in the sphere 
of artistic education and usually received 
expression in the idea that students were to 
invest lots of time in their exercises before they 
could take up independent practice. But there 
is ano ther aspec t of t empora l i t y that p e r m e a t e s 
d iscuss ions of work by s c u l p t o r s , pa r t i cu la r l y 
in French eighteenth-century accounts. This is 
the idea that the t ime that elapses as a project 
or design comes about stands in direct relation 
to poss ib i l i t y of pe rce i v i ng what was labe l led 
in e igh teen th -cen tu ry tex ts as an a r t i s t ' s gen ie . 
E igh teen th -cen tu ry c i rc les of c o l l e c t o r s and 
amateurs were p i vo ta l in generating interest 
for the generative s tages in the preparation 
of sculpture. But as the quicker sculptural 
media of wax and clay came to prominence, 
their servility to workshop procedures was 
seen to a f fec t the very stability of the idea of 
the sculptor as an artist. A fracture appeared 
be tween the ce le r i t y of a r t i s t i c p e r f o r m a n c e 
and the s lugg ishness of the c ra f t sman ' s labour. 
Moreover , the m o d e s t p r o p o r t i o n of t ime that 
many scu lp to rs spent wo rk ing on f i gu res of 
invent ion in c lay or wax, espec ia l l y when set 
aga ins t the more t ime-consuming mechan ica l 
tasks of mou ld i ng and s tone ca rv i ng , was taken 
as a s ign that s cu lp to r s had l i t t le use of thei r 
gen ie . The paper p roposes to chart bo th the 
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presence of the temporal problem in French 
accounts of sculpture and to review some 
attempts at dissolving the contradictions that 
were seen to inhabit sculptural practices. It 
discusses the celebrated eighteenth-century 
sculptor Edme Bouchardon as well as critics 
Comte de Caylus, Etienne-Maurice Falconet and 
Denis Diderot. 

PLASTIC PLEASURES: 
RECONSIDERING THE 
PRACTICE OF MODELLING 
AND MANUALS OF SCULPTURE 
TECHNIQUE C.1880-1934 

Ann Compton 
Glasgow University 

Critical debate in Britain during the 1920s 
and early 1930s emphasized a division 
between modellers using the traditional 
soft, manipulative medium of clay and 
sculptors employing the modern, hard, 
resistant technique of carving in stone. 
It is only recently, as alternative, more 
inclusive narratives of British sculpture 
have been written, that the accepted critical 
equivalence between carving and modernism 
as a peculiarly English phenomenon has been 
revealed.1 Whilst few would now argue with 
Jacob Epstein's position that all sculpture is 
sculpture irrespective of medium and technique 
(A Sculptor Speaks, 1933), there remain 
significant gaps in our understanding of the 
practice of modelling at the turn of the 
last century. 

Between c.1880 and c.1934 a new manual 
on sculpture technique was published every 
five to ten years. Despite many of the authors 
being sculptors of note, these 'How to' 
publications have received little attention 
from art historians. On closer study, these 
texts not only offer a valuable glimpse into 
technical processes and the daily routine of the 
sculptor's studio, but also provide an artist's 
perspective on historical and contemporary 
practice. This paper proposes that by re­
reading sculpture manuals published over this 
fifty-year period, and analyzing the language 
and imagery they employ, it is possible to 
make a detailed and engaged exploration of 
modelling. In looking again at the sculptor's 
craft against the backdrop of early modernism 
this paper also considers: How far the 
processes associated with modelling were 
subject to renewal and reinvention? And whether 
some quintessential aspects of the sculptural 
experience - areas recognizable by all 
practitioners of the medium - can be identified? 

l See, for example, various titles in the British 
Sculptors Series published by Lund Humphries 
and the Henry Moore Foundation, the essays in 
D. Getsy, Sculpture and the Pursuit of a Modern 
Ideal in Britain, C. 1880-1930, in particular 
Penelope Curtis's 'How direct carving stole the 
idea of Modern British Sculpture' 

INVENTION, EXECUTION, 
AND DISPLAY: DEFINING 
CONNOISSEURSHIP THROUGH 
CANOVA'S WORKING PRACTICE 

Christina Ferando 
Columbia University 

The working techniques of Antonio Canova 
have generated a great deal of discussion by 
modern art historians. Inspired by a renewed 
appreciation for the lustrous surfaces of 
Canova's sculptures and a broader interest in 
Neoclassicism in general, scholars such as 
Hugh Honour and Alex Potts have explored the 
intricacies of Canova's workshop, including his 
terracotta and clay bozzetti, full-scale plaster 
models, refined detail work and revolutionary 
polishing techniques using wax, grind-water 
and urine. 

If these techniques so inspired modern art 
historians to write about Canova, an even more 
important question, then, is what writers of the 
late eighteenth and early nineteenth century 
thought of his sculptural practice. Did they, 
in fact, also comment on the "tools of trade"? 
This paper seeks to answer that question by 
exploring the polemic that emerged after the 
completion of Canova's Venus and Adonis 
in 1795. Immediately following the public 
exhibition of the work in Naples, two authors, 
Marchese Marchesini and Conte Torre della 
Rezzonico, published treatises in which they 
imagined themselves as Canova working on the 
sculpture. Both authors focused on different 
aspects of sculptural production - Marchesini 
was primarily interested in invenzione and the 
selection of the perfect narrative moment, 
Rezzonico on esecuzione, the process of 
sculpting itself. Their texts then sparked 
a larger debate in which Canova's working 
practice was used to consider connoisseurship 
in general; at stake was not only knowledge 
about Canova himself, but also how his 
sculptural practice could provide access to 
a more profound understanding of classical 
antiquity itself. 

RODIN'S TOUCH, 
PERFORMATIVITY, AND 
SCULPTURAL PRACTICE 

David J . Getsy 
School of the Art Institute of Chicago 

Narratives of nineteenth-century art often 
position Auguste Rodin as the progenitor of 
modern sculpture. Most accounts, however, 
see Rodin's influence as solely a stylistic 
contribution to the practice of sculpture. 
His fragmentation of the sculptural body, his 
emphasis on facture and materiality, and his 
use of replication are often cited as both 
the catalysts for and the visible signs of the 
"modern" in sculpture. However, despite this 
central role, Rodin's praxis is characterized 
as logical, self-evident, and merely practical. 
In such accounts, the labour spent by earlier 
nineteenth-century "academic" sculptors 
becomes caricatured as rarefied and effete, 
whereas Rodin's making is painted as direct, 
honest, and expressive. 

I propose a re-reading of Rodin's sculptural 
practice that attends to the material processes 
of sculpture that Rodin sought to manipulate 
— though admittedly in a very different manner 
than his nineteenth-century forebears. I argue 
that Rodin's contribution to modern sculpture 
was not only the seeds of abstraction, which 
is how his fragmentation of the body and 
fractured surfaces have often been interpreted. 
Subsequent sculptors did interpret this as a 
stylistic attitude toward verisimilitude, but 
Rodin's strategy was.more complex. It involved 
redirecting the viewer's attention from image 
to object as the site at which his hand would 
be most visible. This is the basis of Rodin's 
"liberation" of sculpture and what has been 
called the demise of the tradition of the statue. 
More importantly, it served to position Rodin's 
persona as an essential element of all his 
works, becoming the core "content" of the 
works and their reception. 

I examine the effects of Rodin's emphasis on 
his own semantic inextricability from his works. 
In this well-worn story of Rodin's "liberation" 
of sculpture from conventionality, praxis — for 
all of its centrality to the story — becomes 
a logical end in itself, open and available 
to all who similarly abjure the "academic." 
Rodin's sculptural practice, I will argue, was 
far from neutral. It is, rather, tied up with the 
emergence of the definition of the modern 
sculptor as a virile creator, following Rodin's 
vexed prototype. 
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TOOLING UP - TOOLING DOWN 

Cecile Johnson Soliz 
Cardiff School of Art & Design 

In this paper / will talk about the early stages 
of making art in both studio and factory 
environments in works and projects: 'Skyline' 
(1998-99), 'Warm' (1996-2002), and 'Sculpture 
Studio' (2008-9). The process of picking a 
tool up and placing it down is a repetitive, 
daily occurrence for one who uses tools. 
From constant usage the tool can feel like an 
extension of the hand and have a determining 
affect on shaping the sculptural object. 

During these projects I designed and made a 
number of hand tools. During this talk I will look 
at the tools that emerged for very particular 
needs, look at their relation to the sculptural 
objects that emerged and ask questions about 
the tools themselves: can they be original and 
interesting in their own right? What names can 
they be given and what life span do they have? 
Do they have any interest outside of their 
original functional use and if so, what for? 

I will also talk about the hand-in-glove, 
reciprocal relationship that designing tools and 
making sculpture can have: how a sculptural 
need can lead to'the design of the tool; how 
material can 'lead the tooling' - how a sculpture 
can be regarded as an extension of the 'making' 
process. Many of these tools give shape to the 
particularity of a sculpture - their very design 
pushes up against the sculptural object and is 
an integral part of its making, although often 
absent in its final state. 

As a part of this discussion I will include 
images of things in the world that I have 
photographed over the last 30 years that have 
inspired me to understand the potential for 
'making' the sculptural object in relation to 
tools, process and experimentation. 

SLOW SCULPTURE 

Elizabeth Presa 
University of Melbourne 

This paper examines sericulture and plaster 
casting as sculpture processes in my studio 
practice. It follows my interest in materializing 
images and metaphors found in philosophical 
accounts of textuality, reading and writing. 
The etymological links between text and textile, 
drawn by Derrida in his "penelopean" work, are 
of particular interest, as are Maurice Blanchot's 
references to writing as a cast or death mask 
- an image derived from Rilke's poetic accounts 
of Rodin's plaster fragments. 

In my studio, sericulture and plaster casting 
are enacted as biomimetic and mythopoetic 
processes. Working between nature and 
culture, silkworms construct networks linking 
architectural spaces and textiles to writing. 
Their actions suggest a primal alphabet - a 
slow writing at the borders of biology - giving 
a material image of language as a space of 
habitation, generation and regeneration. The 
vocabulary of sericulture is one of waiting, 
and patient transformation. In sculpture this 
translates to those gestures connected to 
shedding and secreting, spinning, shrouding, 
threading and knotting. 

Like writing itself, plaster casting is a way of 
stilling time and events by freezing things in 
a liminal space. Plaster's forensic qualities 
record the often barely visible traces of death, 
while Orphic myths link it to the preservation of 
life and to rebirth. Thus, through processes of 
smearing and pouring, peeling, scrapping and 
scratching, plaster casting, like sericulture, 
evokes its own language of slowness. 

CONSTANTIN BRANCUSI AND 
THE IMAGE OF TRADE 

Nina Gulicher 
Museum Ludwig, Cologne 

At the beginning of the 20th century the 
sculptor Auguste Rodin published several 
portrait photographs showing himself as a 
well-dressed gentleman in a thoughtful pose. 
Stressing the conceptual aspects of his artistic 
work these pictures neglect its handicraft side. 
The photographed and drawn self-portraits 
published by Constantin Brancusi several years 
later form a clear contrast. On a photograph 
printed by This Quarter in 1925 the sculptor 
appeared shirt-sleeved, an axe in his hand 
and working on a 'La Colonne sans fin'. Other 
pictures and remarks by Brancusi nourish 
this image of the sculptor as a firmly rooted 
artisan. Contemporary critics devoted to the 
modernist notions of authenticity and honesty 
happily followed this path. 

The debate on traits and values of trade 
reaches back to the 19th century. It was 
based on the critique of industrial production 
processes that supposedly alienate the workers 
and result in items of poor quality. These 
discussions intensified in the first decades of 
the 20th century due to the development of the 
Art Nouveau, Purists and Bauhaus movements. 
Among the leading figures were Henry van de 
Velde and Le Corbusier, whose statements 
on the relation of art, craftsmanship and 
industry could also have been noted by their 

contemporary Brancusi. My paper will confront 
Brancusi's self-presentations as an artisan to 
these contemporary debates and examine the 
role that trade and its "image" could play in the 
context of the Fine Arts. 

THE CROWDED STUDIO: JUAN 
MUNOZ 

Janice Hitchens 
University College London 

Photographs of sculptors' studios assume an 
audience and those taken of Juan Muhoz's 
working environment are no different. On one 
level the photographs of his studio reinforce 
the theme that the work exists in a space 
apart from the viewer, while on another the 
photographic framing draws attention to the 
physical arrangement of the monochrome 
cast resin figures and the tension that this 
precipitated. That his studio had been overtly 
staged is not unusual and yet this space, 
devoid of sculptural tools and materials 
normally associated with works in progress, 
illustrates how the mise en scene of the studio 
was utilised as an architectural installation. 
Muhoz's particular configuration of the studio 
in the photograph that provides the focal point 
for this discussion of his work not only asserts 
a clear spatial perspective but does so by 
dramatising the way the light falls in the space. 
This paper addresses the way light projected 
through an open door is dramatised in the 
photograph to initiate a discussion of Muhoz's 
handling of the idea of an anticipated but as 
yet undisclosed narrative. What this narrative 
entails will also demand consideration of the 
way Munoz's spatial orchestration accentuates 
anonymity by referencing the otherness of an 
Asian culture, allowing the figures to be seen 
as an amorphous group while also highlighting 
the isolation of the individual. For Muhoz the 
studio acted as an 'originary place'; the place 
of 'becoming' both in terms of the literal 
making and in the way the elements were 
grouped together. 
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ARTICULATING THE CUT: A 
CONSIDERATION OF GORDON 
MATTA-CLARK'S 'SPLITTING 
FOUR CORNERS' (1974). 

Peter Mu/'r 
Open Univers i ty 

Gordon Mat ta-Clark 's cuts into derelict buildings 
mediate a response to the soc ia l and physical 
body of the c i ty ; these are bo th physical 
and me tapho r i c interventions that invoke 
the allegoric, the m e m o r y t r ace , h i s to ry and 
t r a n s f o r m a t i o n . For Mat ta-Clark the cut and the 
act of cutting is both the language and too l 
of his rad ica l l y reduc t i ve scu lp tu ra l p r a c t i c e . 
And the cu t a r t i cu la tes th is practice, being 
a repetitive, compulsive sculptural act that 
can be understood as an agen t of p r o c e s s 
(paradox ica l l y of mak ing by reduc t ion) as 
well as a c a t e g o r y of t ime. These cu ts are 
t raumat i c i n te rven t ions in the soc io -h i s to r i ca l 
fabr ic of a bu i ld ing that b r ing one h i s to ry to 
a s tands t i l l but re lease another in a moment 
of shock; the artwork's textual production 
depending, in another pa radox , on the wound 
or cut . As Derrida writes, 'it goes by way of 
the red kn i f e . ' In this p r o c e s s of cutting the 
building moves from architecture to sculptural 
object, from sculptural object to f r agmen t , and 
from fragment to memory (the obliterated of 
h is to ry ) . Cut and eviscerated, the building loses 
i ts s ta tus as a func t i on ing social structure and 
become a hybrid sculptural form (combining 
the site-specific, the archival, the architectural 
and the photographic). This paper allows an 
elaboration of these ideas in relation to a 
specific artwork: Sp l i t t i ng Four Corners ( 1 9 7 4 ) . 
One aspec t of the writing considers the cut 's 
pos i t i on as a mediator be tween the oppos i t i on 
of po l i t i ca l to h i s t o r i ca l v iews of the scu lp tu ra l 
object, the other provides an analysis of the 
pe rmeab le boundar ies be tween the languages 
and me tapho rs used to c o m m u n i c a t e scu lp tu re 
mak ing as e m b l e m a t i s e d by the cut . 

C o n t e m p o r a r y scu lp to rs are r ed i scove r i ng the 
s tud io as if t hey 'd been l o c k e d out for f o r t y 
yea rs . Most (unl ike Serra) eschew fab r i ca t i on , 
i ns tead op t i ng for a s ty le of loose improv i sa t i on 
- a tendency that was d o c u m e n t e d in the 
2008 New Museum exhibition Unmonumen ta l . 
One way of unde rs tand ing this direction is as 
a reaction aga ins t the p r i m a c y of l og i s t i cs in 
a r t . In the rapidly metastasizing international 
contemporary art fairs, galleries compete with 
one another like stores at a shopp ing mal l . As 
if on cue, artists of the past 10 years exp lo red 
large-sca le indus t r ia l o u t s o u r c i n g , b rand ing 
exe rc i ses , b ig pho tog raphy , one- th ing-af ter -
another a r t (as e p i t o m i z e d by Tara Donovan) , 
and o ther means of es tab l i sh ing the i r p resence . 
More recen t responses , however , have 
emphas i zed pe rsona l i zed c ra f t : Sarah Sze, 
Rebecca Warren, Rachel Harrison, Josh Faught, 
and Shinique Smith are examples. By generating 
new f o r m s th rough the r e p u r p o s i n g of o ld 
techn iques , such a r t i s t s exp l i c i t l y d is tance 
themse lves f rom e m b a r r a s s m e n t s abou t 
a r t i sana l p r o d u c t i o n . This talk wi l l f rame such 
artists as a departure from the "production 
values" that were handed down from the 1960s 
avant garde (as analyzed by Caroline Jones) , 
and will also relate contemporary sculpture to 
the parallel movement of DIY craft. 

A DIRTY SHAME: 
GUILTY PLEASURES IN 
CONTEMPORARY STUDIO 
SCULPTURE 

Glenn A d a m s o n 
Victoria & Albert Museum 

In a recent interview one of the chief exponents 
of outsourced industrial sculpture, R ichard 
Se r ra , i ns i s ted tha t his p r a c t i c e was essent ia l l y 
based in smal l -sca le c ra f t . "I'm a little cottage 
m o d e l m a k e r , " sa id Ser ra , "/ use a hammer and 
nails1.". Suddenly it seems even the b ig boys 
want to work small. 
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THE "SOCIAL" IN THE SOVIET 
SCHOOL OF MARXIST 
CRITICAL THEORY 

Maria M/leeva 
Courtauld Institute of Art 

Soviet art history of the in the interwar period 
was faced with the task of rewriting the 
history of Western and Russian art as a social 
process imbedded in the Marxist terminology 
of capital, bourgeoisie and the economy. The 
emergence of a new system of critical theory 
marked a rupture with existing traditions of 
pre-revolutionary Russia. The meaning and 
significance of 'society', 'social' and 'socialist' 
in Soviet art history will form the basis of 
this paper. My concern is to redress the 
geographical boundaries of social art history 
to incorporate the work of Ivan Matsa, Alexei 
Fedorov-Davydov, Friche, leremii loffe, and 
Mikhail Lifshitz. The texts by most of these 
art historians and cultural commentators have 
yet to be translated and their critical thinking 
situated in their cultural and political context 
and applied to our present-day understanding of 
Marxist methodologies. 

My aims are twofold: firstly to investigate 
the official, conservative art histories written 
under the aegis of the Marx-Engels Institute 
in Moscow. Secondly, I will analyse the 
establishment of the official model in opposition 
to its deviations, such as 'vulgar sociology' and 
'formalism' in art historical writing 
and criticism. 

The 'socialist tradition' was used as a model 
both in political and artistic forms: Soviet 
Communism and Socialist Realism. My research 
concerns the contacts and conflicts between 
writing art history and the dictates of politics. 
I will consider the changing role of the Soviet 
critic in formulating a new methodology behind 
art criticism and examine the motives and 
effect of their work in an international arena. 

SOCIAL PAINT 

Phillippa Plock 
University of Warwick & Acting Curator 

This paper considers the question 'what is the 
social' by analysing the move in the work of T. 
J. Clark and Thomas Crow to locate the social 
realm within the actual paint of a canvas. In 
these authors' works, brush-marks, lacunae 
and contour come to hold and contest social 
meanings in ways that collapse the boundaries 
of work of art and social existence both in the 
historical period concerned and between that 
period and our own. 

Clark and Crow's work provides a compelling 
model to think about the nature of 'social' and 
'society' within the social history of art. Whilst 
both writers draw on wider theories of society 
and the social encountered elsewhere in the 
humanities, their attention to the specificities 
of paint encourages us to consider what the 
visual objects of our discipline can bring to this 
debate. Comparing the work of Clark and Crow 
on the French Revolution, and returning through 
Clark's recent work on Poussin, this paper 
seeks to analyse the possibilities and pitfalls of 
an approach that deems paint itself as social. 

MID 19TH-CENTURY AMERICAN 
LANDSCAPE PAINTING AS A 
SOCIAL PHENOMEON 

Alan Wallach 
College of William and Mary 

In practice, if perhaps not always in theory, 
students of the history of American art have 
in recent years relegated the social history of 
art to the margins of the field. And yet, without 
a fully-developed concept of the social, it is 
impossible to arrive at historical explanations 
for certain phenomena peculiar to the history 
of American art. Luminism is a case in point. 
From the 1940s to the 1980s, influential 
scholars employed formal arguments to account 
for, or explain, the work of Fitz Henry Lane, 
Martin Johnson Heade, John F. Kensett, and 
Sanford Robinson Gifford, landscapists whose 
small, unspectacular paintings contrast with 
the outsize productions of such Hudson River 
School contemporaries as Frederic Church, 
Jasper Cropsey, Frederic Church, and Thomas 
Moran. In recent years, Americanists have for 
the most part rejected formalist theories of 
Luminism but have been unable to produce 
credible explanations of luminist tendencies 
in mid-nineteenth century American landscape 
painting. In this paper, I argue that to account 
for Luminism as an art historical phenomenon 
it is necessary to consider the aesthetic 
in relation to the social conceived in terms 
of structure (class and thus also cultural 
hierarchies); totality (relation of part to whole); 
the dynamics of relations between classes at a 
time when bourgeois fractions were coalescing 
to form a bourgeoisie or national upper class; a 
dominant class's evolving cultural needs, in this 
case its need to institutionalize and thereby 
exert control over the definition of art; and, 
from Bourdieu, distinction, the relation between 
class and taste. 

ART HISTORY, SOCIETY, 
COGNITION 

Michael Leja 
University of Pennsylvania 

More clarity and more debate about "the 
social" and the work it does in art-historical 
explanation would undoubtedly benefit art 
history as a discipline. Moreover, "the social" 
and "social theory" should be examined in the 
broadest possible terms. Because art history 
concerns itself fundamentally with material and 
visual artifacts, theories concerning the social 
dimensions of cognition and perception ought 
to be central to our debate. Many of us have 
relied on concepts of "ideology" and "cognitive 
style" to understand and explain the collective 
character of an historical individual's encounter 
with an artifact, but these concepts are either 
isolated from relevant theories generated in 
cognitive science and psychology or they are 
based on outdated or inadequate models. 
New theories of collective cognition, such 
as that developed by cognitive scientist and 
anthropologist Edwin Hutchins, have yet to be 
mobilized and tested by art historians. That 
is the challenge I propose to take up in this 
paper with respect to a specific case study; the 
emergence of mass visual culture in the United 
States in the mid-2 9th century. My hope is that 
the value for art history of sociological theories 
of society will be significantly enhanced 
by being put in tension with cognitive and 
psychological theories of the social and with . 
the complex particulars of art-historical 
case studies. 

THE ABSENT CENTRE: 
THEORIES OF THE STATE IN 
THE SOCIAL HISTORY OF ART 

Warren Carter 
University College London 

In this paper / want to consider 
conceptualisations of the state within the 
social history of art. In the pioneering work of 
T.J. Clark in the early 1970s the state figures 
prominently as the proper context within which 
to make sense of mid-19th century artistic 
strategies and their relationship to the public 
sphere in France. 
The emphasis upon the state as the focal point 
for understanding 20th century art continues 
with certain social histories of art that took 
at cultural production in the interwar period 
i.e. that produced under fascist regimes in 
Germany, Italy, and Spain, as well in the Soviet 
Union, Mexico, and New Deal America - all 
strong state formations that waged extensive 
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propaganda campaigns in some form or other. 
This has an afterlife in revisionist accounts 
of postwar American art that focus upon the 
covert role played by government agencies 
such as the CIA in sponsoring American 
abstract art over and above its more 
figurative counterparts. 

Yet these are the exceptions to the general rule 
as all too often in other social histories of art 
that take 20th century practices as their object 
of analysis the bourgeois state slips from view 
as the fully privatised art market takes centre 
stage. Using neo-marxist theories of the state 
derived from the work of Nicos Poulantzas I 
want to argue that the relationship between 
the state and the commercial art market - and 
its various levels of mediation - should be a 
central consideration within the framework 
of a methodologically viable and a politically 
relevant social history of art. 

AUTONOMIST MARXISM, 
LABOUR AND ART 

Gavin Grindon 
University of Manchester 

This paper will examine the theories of labour 
and creativity proposed by the autonomist 
Marxist tradition (specifically in the writing 
of Tronti, Negri and Virno), in order to 
show how these might reflect usefully upon 
our understanding of the social role of the 
historical avant-garde, from Surrealism 
onwards. 

Many social art-historical accounts of the avant-
garde, most notably that of Burger, have placed 
it on a tragic trajectory, inevitably ending in 
failure in the 1960s after a heroic early period. 
Instead, this paper will use an autonomist lens 
to try to make sense of the 'socialisation' of 
the avant-garde in the 1960s: the adoption 
of its forms and methods on a mass scale by 
social movements, amongst groups such as the 
Provos, Vippies and 'creative' autonomists. 

In sketching out this alternate art history, 
an autonomist perspective allows us to raise 
questions about the role of the 'social' in art, 
and its relationship to other forms of 
social production. 

RECONSIDERING AND 
RECONFIGURING THE "SOCIAL" 
IN THE THEORIES OF THE 
AESTHETIC 

Joanne Crawford 
University of Leeds 

As the social history of art emerged as a 
major contestation to more 'traditional' art 
histories in the 1970s and 80s, the notion 
of the aesthetic, as a modernist mainstay, 
became one of its major casualties. The 
'ideal' relationship between the art object 
and its spectator came under serious and 
necessary scrutiny and was deemed fictitious 
and seriously flawed; especially given the 
culmination of this relationship was the 
aesthetic experience, which effectively 
'removed' any social or political deliberation 
on the part of the institution within which 
the object was displayed, and on that of the 
viewing spectator. As such, the aesthetic was 
considered a vacuous term, which effectively 
'covered up' the complexities of the social 
with its inherent inequalities and abuses of 
power and control. The art object became, 
to the social historian of art, a witness to 
such complexities and not just a vehicle for 
aesthetic contemplation. However, in the early 
21st century, the aesthetic has reemerged with 
considerable force in the myriad of art histories 
and theories, of which the social history of art 
still plays a major role. The aesthetic has been 
reconsidered and is now being reconfigured 
within the realm of the 'social'; especially within 
the theoretical writings of Ranciere 
and Bourriaud. 

In this paper I approach such 'reconsiderations' 
with a degree of skepticism; by closely 
appraising the theories of Ranciere and Adorno, 
I argue that the aesthetic itself has always 
been a complicated and-inherently social 
phenomenon, often over-simplified and thereby 
easily dismissed. I thereby pose the possibility 
that contemporary 'reconsiderations' of the 
aesthetic are not as revelatory as they seem. 

THE HISTORY OF ART AND 
CAPITALISM 

Stewart Martin 
Middlesex University 

This paper will consider the notion of a history 
of art and capitalism in its dual sense - that 
is, the relation of the discipline of Art History 
to capitalism, but also, and more importantly, 
the relationship of the general histories of art 
and capita/ism. If it can be argued that art 

and capitalism are profoundly entwined, what 
historiography does this enable or require? 
What objects or issues should it tackle? 
Furthermore, if this history needs to be written 
in terms of the current situation, how are art 
and capitalism situated today? And insofar as 
this reveals fundamental transformations of art 
and capitalism, how does this transform the 
histories that have been established to date? 

The contention of this paper is that, while many 
vital contributions to these questions have been 
established within Art History, particularly as 
it has been informed by Marxism in one way or 
another, nonetheless these scarcely amount to 
a confrontation with the full scope of writing a 
history of art and capitalism today. My aim is to 
consider these contributions, their limits, and 
what their correction or overcoming 
would entail. 

ALAIN BADIOU'S ART TRUTH-
EVENT AND THE NEW ART 
HISTORY 

David Brancaleone 
Limerick School of Art and Design 

This paper addresses the intersection of 
art/ethics/politics in Alain Badiou's thought, 
seeking to explain and consider the value 
of a theoretical model that dares to think 
beyond ethics and the distinction between 
art and ethics. Badiou's application of set 
theory to ontology has, paradoxically, enabled 
him to develop a philosophy of action and a 
reappraisal of the 'social' which, in my view, 
ups the stakes of current debates about ethics, 
aesthetics, and enriches the social history 
of art. 

The key to his philosophy is the formulation of 
the truth-event. The subject becomes a subject, 
only when a truth-event occurs and remains 
such, through "fidelity" towards that event. 
"Badiou not only passionately advocates a 
return to the politics of truth, but turns against 
all other predominant "postmodern" political 
and philosophical mantras". (Zizek). 

This paper proposes a close analysis of 
Badiou's art truth-event, and situates it in 
relation to Deleuze, Lyotard, Heidegger. Given 
that art and politics lie at the heart of 
Badiou's thought (being two of his 
philosophy's four foundations! - he defines 
truth as: "a new universality against the forced 
universality of globalization" - where is his art 
truth-event located? In what way does the 
truth-event signal an intersection of 
ontological and aesthetic categories in 
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relation to art history today? What does it 
contribute to the Social History of Art? 

ECO-PIETIES 

Alistair Rider 
University of Saint Andrews 

In her essay The Crisis in Culture', Hannah 
Arendt argues that the judgement o1 art and 
culture is uniquely complementary to the 
exercising of sound political sense. Following 
Kant, Arendt points out that aesthetic 
judgement 'cannot function in strict isolation or 
solitude'; instead it always needs to take 'the 
perspective of others' into consideration. All 
arguments advanced in this realm have to be 
convincing, she tells us; or, following Kant's 
terminology, judgement has to 'woo' consent. 
So for Arendt, both culture and politics are 
realms in which evaluation and decision 
predominate; both concern 'the judicious 
exchange or opinion about the sphere of public 
life and the common world'. Arendt is explicit in 
aligning herself with Cicero in this essay, and 
she advances a notion of 'caring' for social life 
in which 'cultivation' and 'tending' become the 
defining, operative terms. 

Yet is it still appropriate is it to describe 
political judgement and the sphere of the social 
in such thoroughly agrarian language? Such a 
terminology of cultivation might strike us as 
decidedly inappropriate for a society whose 
collective habits and mores are in danger of 
causing permanent damage to our shared 
environment. Besides, we might also argue 
that it is perfectly possible to mean well, to 
be caring and kind, yet also find ourselves 
to be colluding horribly in the corruption and 
exploitation of social institutions. 
In this paper I consider a number of 
contemporary artists who have engaged tacitly 
and explicitly with agrarian and environmental 
themes, and suggest that an environmentally 
alert art criticism demands a considerably less 
pure, less pious accounting of political and 
social life. 

TOTALITIES - ARTISTIC AND 
SOCIAL 

Alex Potts 
University of Michigan, Ann Arbor 

This paper examines the social ramifications 
of changing formations of the art work in 
the later twentieth century, starting with 
the experiments with open, hybrid artistic 
forms in the late 1950s and early 1960s. 

Poststructuralist theorizing sees this as 
part of a larger undermining of modernist 
conceptions of totality, driven by the ever 
expanding commodification and consumerism 
of late capitalist society. While not rejecting 
such explanation, I wish to shift the ground 
of analysis from this focus on the commodity 
form to examine changing conceptions of 
totality in both the social and artistic spheres. 
Conceptions of totality did not disappear, 
any more than did the intractable, unstable 
totalities they were seeking to encompass. 
Rather they changed in character, becoming 
more diffuse and hybrid, no longer envisaged 
in terms of integrated structure or of the 
wholeness of a bounded object. As Ranciere 
has argued, there was a deep-seated tension 
between the democratic logic of modern 
artistic experimentation, with its open, 
unhierarchical assemblages of elements, 
and the insistent if often disguised divisions 
of the social and cultural order within it 
had to be realised. Rather than negotiating 
these conflicting imperatives by opposing a 
bankrupt traditional order to a radically new 
one struggling to realise itself, the changed 
'postmodern' sense of totality encompassed 
these contradictory realities within itself. Its 
powerfully self sustaining as well as destructive 
dynamic would be particularly apparent to 
artists by virtue of their relatively privileged yet 
marginalised position within the social scheme 
of things. 

REPRESENTATION IN MARX'S 
1857 "INTRODUCTION" 

Dominic Rahtz 
University for the Creative Arts, Canterbury 

Marx's 1857 'Introduction' to the Grundrisse is 
an important theoretical resource in the social 
history of art, for example in Fred Orton and 
Griselda Pollock's 1980 essay l e s Donnees 
Bretonnantes: La Prairie de Representation.' 
Marx's reflections on methodology in the 
'Introduction' revolve around the terms 
perception (Anschauung), representation, 
or imagination (Vorstellung) and thought 
(Denken). For Marx, the initial representation 
of society as an image in the mind with its 
basis in perception consisted in a "chaotic" 
representation that nevertheless furnished 
the material for its determinations to be 
worked out in thought. But Marx also inverted 
this order so that the phenomenality of the 
initial representation was itself determined 
by the social and historical determinations 
that furnished its material. Each side was 
thus the precondition for the other. 7"his 
raised the epistemological question of the 

priority or otherwise of what is represented 
over its representation, a question that 
recurs in the history of the reception of the 
1857 'Introduction,' most controversially in 
Louis Althusser's use of Marx's text to draw 
a distinction between a representation that 
constitutes the "object of knowledge" and a 
reality that exists outside of it. The question 
is further complicated when transferred to 
the field of artistic representations since 
there is in art the constitutive possibility that 
what is represented is not necessarily real. 
This paper reconsiders the methodological 
questions raised by the 185 7 'Introduction' (and 
by its later interpretations) in relation to the 
definitions of 'art' and the 'social' in the social 
history of art. 
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NEW 
The Four Modes of Seeing 

Edited by Evelyn Staudinger Lane, Wheaton College, USA, Elizabeth Carson Pastan, 

Emory University, USA and Ellen M. Shortell, Massachusetts College of Art and Design, USA 

Borrowing its title from Madeline Harrison Caviness's influential work on the modes of seeing articulated by 
the twelfth-century cleric Richard of Saint Victor, this interdisciplinary collection brings together the work 
of thirty scholars from England, France, Germany, Italy, Switzerland, and the United States. Each author has 
contributed an original article that engages with ideas formulated in Caviness's wide-ranging scholarship. 
Includes 146 b&w illustrations 
March 2009 610 pages 
Hardback 978-0-7546-6010-1 £70.00 

NEW 
The Feminine Dynamic in English Art, 1485-1603 
Susan E, James 

Drawn principally from primary sources, this book presents important new research which examines the 
contributions of Tudor women in the formation, distribution and popularization of the visual arts within 
an historical context. Susan James highlights women's contributions to the art world of sixteenth-century 
England across all social classes, examining not only their role in the creation and commission of art, but 
also the surprising and unexpected ways in which they exploited it. 
Includes 52 b&w illustrations 1 

January 2009 376 pages 
Hardback 978-0-7546-6381-2 £65.00 

NEW 
Images of Children 
in Byzantium 
Cecily Hennessy, Christie's 
Education, UK 
Includes 16 colour and 57 b&w illustrations 
December 2008 296 pages 
Hardback 978-0-7546-5631-9 £60.00 

NEW 
Landscape and Philosophy 
in the Art of Jan Brueghel 
the Elder (1568-1625) 
Leopoldine Prosperetti 
ncludes 12 colour and 57 b&w illustrations 
FeOruary 2009 294 pages 
Hardback 978-0-7546-6090-3 £65.00 

NEW 
Glass Exchange between 
Europe and China. 
1550-1800 
Cecily Hennessy, Christie's 
Education, UK 
Includes 4 colour and 25 b&w and illustrations 
January 2009 174 pages 
Hardback 978-0-7546-6316-4 £50.00 

NEW 
Liliana Porter and the 
Art of Simulation 
Florencia Bazzano-Nelson, 
Tulane University, USA 
Includes 4 colour and 37 b&w illustrations 
December 2008 184 pages 
Hardback 978-0-7546-6465-9 £55.00 
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WILEY-
BLACKWELL 
Wiley-Blackwell 
The Atrium, South Gate, Chichester P019 8SQ 
www.wiley.com/wiley-blackwell 

The Wiley-Blackwell Art History & Theory list 
embraces the best of traditional art historical 
scholarship as well as myriad interdisciplinary 
inflections. We are proud of our long-standing 
relationship with Art History and The Art 
Book, the journals of the Association of 
Art Historians. Our books programme a/so 
encompasses new research, reference works, 
and student texts, and spans art theory, 
contemporary art, museum studies and 
architecture. 
Sponsors of the Reception at Manchester 
Art Gallery 
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1824 

Manchester University Press 
Manchester University Press 
Oxford Road, Manchester M20 J JX 
www.manchesteruniversitypress.co.uk 

Manchester University Press is the third largest 
University Press in the UK and publishes a 
range of textbooks and academic monographs. 
Building on an established art history list, we 
are now moving forward with an exciting new 
series entitled 'Rethinking Art's Histories', 
edited by Professor Amelia Jones and Professor 
Marsha Meskimmon. The series aims to open 
out art history from its most basic structures 
by foregrounding work that challenges the 
conventional periodization and geographical 
subfields of traditional art history, and by 
addressing a wide range of visual cultural forms 
from the early modern period to the present. 
These books will acknowledge the impact of 
recent scholarship on our understanding of the 
complex temporalities and cartographies that 

have emerged through centuries of world-wide 
trade, political colonization and the diasporic 
movement of people and ideas across national 
and continental borders. 
Sponsors of the Plenary Lecture on 
Thursday 2 April 

Thames & Hudson 
Sixty years of making a splash 

Thames and Hudson 
181a High Holborn, London, WC1V 7QX 
www.thamesandhudson.com 

Celebrating our 60th anniversary this year, we 
are one of the most respected and innovative 
publishers of illustrated books in the world. 

Our publications on art, architecture, graphics, 
design, fashion, photography, decorative 
arts, archaeology, history, travel and music 
combine the best writing and latest scholarship 
with beautiful printing and book design. 
From monographs, textbooks and catalogues 
raisonne to introductory handbooks, our titles 
provide excellent value at every level. 
Sponsors of conference bags 

LAURENCE K I N G 

Laurence King Publishing Ltd 
4th Floor, 361-373 City Road, London EC1V 
ILR 
www.laurenceking.com 

Laurence King Publishing is delighted to 
contribute towards this year's conference 
reception at the Whitworth Gallery on 3 April. 
We also look forward to this occasion at which 
the 2009 John Fleming Travel Award, supported 
by Laurence King, will be presented. 
Sponsor of the Reception at the Whitworth 
Art Gallery 
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MANCHESTER 
SCHOOLOFART 
Manchester School of Art 
Manchester Metropolitan University, Faculty of 
Art and Design, Chatham Building 
Manchester, M l 5 6BX 
www.art.mmu.ac.uk 

Manchester School of Art is part of the Faculty 
of Art and Design at Manchester Metropolitan 
University. Our Faculty is one of the largest 
providers of art and design courses in the UK. 
With a distinguished history dating back 1 70 
years we offer a wide range of art, design, 
theatre and architecture courses to over 
3500 students. 

Manchester 
Art Gallery 
Manchester Art Gallery 
Mosley Street, Manchester M2 3JL 
www.manchestergalleries.org/ 

Manchester Art Gallery is internationally 
renowned for its collection of fine and 
decorative art, including major works by 
Stubbs, Turner, the Pre-Raphaelites, Nicholson, 
Bacon and Gormley. During the conference, 
delegates will also be able to see two 
temporary exhibitions - drawings by Leonardo 
da Vinci from the Royal Collection and paintings 
by contemporary British artist, Paul Morrison. 
Last year the Gallery attracted almost 400,000 
visitors and won the Large Visitor Attraction 
Award at England's Northwest Tourism Awards. 

MANCHESTER 
C I T Y C O U N C I L 

Manchester City Council 
Town Hall, Albert Square, MANCHESTER, M60 
2LA 
www.manchester.gov.uk 

Manchester City Council is delighted to support 
the Art Historians' Conference in Manchester 
this year. With two of the country's finest 
regional art collections, at Manchester Art 
Gallery, which is owned and managed by 
Manchester City Council, and the Whitworth 
Art Gallery within the University of Manchester, 
alongside the Special Collections held at 
Manchester Metropolitan University, the city 
has a wealth of outstanding works of fine and 
decorative art which bring people to the city 
while also providing a wonderful educational 
resource for schools, Further and Higher 
Education. The collections and the buildings 
they are housed in form an important part of 
Manchester's exceptional cultural offer for 
residents and visitors. 

Virginia Tandy, Director of Culture, Manchester 
City Council 
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The Whitworth Art Gallery 
Oxford Road, Manchester M l5 6ER 
www.whitworth.manchester.ac.uk/ 

The Whitworth Art Gallery is part of the 
University of Manchester. It is home to some 
of the UK's finest collections of art and design 
including modern and historic fine art, prints, 
textiles and a rare collection of wallpapers. 

action for • \ „ , \ 
sustainable living-] 

* "**."•" 

Action for Sustainable Living 
St Wilfrid's Enterprise Centre, Ro'yce Road, 
Hulme, Manchester, Ml 5 58J 
www.afsl.org.uk 

Action for Sustainable Living (AfSLJ is a charity 
that helps people to live more sustainably, 
focusing on simple changes that will make the 
world a better place to live in. We're currently 
active in Manchester, Trafford and Liverpool, 
and are open to working in other parts of 
the UK. 

Trafford Council in partnership with Action 
for Sustainable Living wants to make your 
neighbourhood a cleaner, greener more 
sustainable place to live in, to find out more go 
to www.afsl.org.uk/trafford. 

http://www.art.mmu.ac.uk
http://www.manchestergalleries.org/
http://www.manchester.gov.uk
http://www.whitworth.manchester.ac.uk/
http://www.afsl.org.uk
http://www.afsl.org.uk/trafford


We are delighted that the following publishers 
are in attendance at the AAH09 Bookfair held in 
the Atrium of the Geoffrey Manton Building. 

Ashgate Publ ishing 
Gower House, Croft Road, Aldershot, Hants, 
GU11 3HR 
www.ashgate.com 

Ashgate is a leading independent press 
dedicated to publishing the finest academic 
research. Each year Ashgate publishes more 
than 800 new books across fifteen subject 
areas in the Social Sciences and Humanities. 
Ashgate's Visual Studies list features rigorously 
peer-reviewed, high quality original research by 
authors from around the globe. Our expanding 
list covers the medieval period through to the 
mid twentieth-century. We are pleased to be 
offering a 50% discount on all titles on display 
which will include all of our recently published 
titles. Do please visit us on the stand. 

Inte l lect 
The Mill, Parnall Road, Fishponds, Bristol, BS16 
3JG 
www.intellectbooks.co.uk 

Intellect is an academic publisher whose focus 
lies in areas of creative media and popular 
culture, our goal is to publish books and 
journals that exemplify our creative mission 
and obligation to original thinking. Moreover, 
Intellect aims to provide a vital space for 
widening critical debate in new and emerging 
subject areas, supporting authors and editors 
by bringing their ideas to as wide a readership 
as possible. 

Leuven University Press 
Minderbroedersstraat 4, Box 5602, 3000 
Leuven, Belgium 
www.lup.be 

Leuven University Press was established 
in 1971 under the auspices of Katholieke 
Universiteit Leuven. Today the press has over a 
thousand books in print, in fields including art, 
music, religion, philosophy, history, medieval 
studies, anthropology, psychology, politics, 
and culture. We publish approximately forty 
new titles a year by authors from all over the 

world. About half of our books are in English 
and/or combined European languages (French, 
German, Italian); the remaining volumes are in 
Dutch. All titles are submitted to peer review 
in order to assess and maintain international 
academic standards. 

Manchester Metropol i tan University 
Special Collections 
Sir Kenneth Green Library, All Saints, 
Manchester M l 5 6BH 
www.specialcollections.mmu.ac.uk/ 

Manchester Metropolitan University Special 
Collections are a fascinating resource of 
national importance. Their strength is in 
illustration, paper and the book arts, including 
artists' books, children's books, decorated 
endpapers, posters, rare architectural volumes 
and Victorian ephemera. It also holds the 
Manchester School of Art Collection with 
important pieces from the English Arts and 
Crafts movement alongside objects and 
artworks by contemporary makers. 

Collections and exhibitions open 10.00-16.00 
Monday to Friday, Thursday 10.00-19.00. Free 
admission. 

Oxford University Press 
Great Clarendon Street (Office D222), Oxford, 
0X2 6DP 
www.oup.com 
www.oxfordjournals.org 

OUP publishes a wide range of art content, 
including books, journals, and online resources. 
The acclaimed Oxford History of Art series 
combines beautiful illustrations with fascinating 
perspectives on world art. Our art journals 
include Journal of Design History and Oxford 
Art Journal. The acclaimed Grove Art Online can 
be accessed through Oxford Art Online at www. 
oxfordartonline.com . Visit the OUP stand to 
enter our prize draw! 

http://www.ashgate.com
http://www.intellectbooks.co.uk
http://www.lup.be
http://www.specialcollections.mmu.ac.uk/
http://www.oup.com
http://www.oxfordjournals.org
http://oxfordartonline.com
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Prestel Publishing UK 
4 Bloomsbury Place, London WC1A 2QA 
www.prestel.com 

With its impressive list of titles in English 
and German, Prestel Publishing is one of the 
world's leading publishers in the fields of art, 
architecture, photography, design, cultural 
history and ethnography. Founded in 1924, the 
company has its headquarters in Munich and 
has offices in London, New York and Berlin. 

Reaktion Books 
33 Great Sutton Street, London, EC1V ODX 
www.reaktionbooks.co.uk 

Publishers of distinctive and high-quality 
illustrated books on the fine arts, architecture, 
design, cultural studies, film studies, Asian 
studies and travel literature and history. 

Ridinghouse 
5-8 Lower John Street, Golden Square, London, 
W1F 9DR 
www.karstenschubert.com/publications 

The imprint Ridinghouse was established 
in 1995 and produces scholarly not-for-
profit publications increasingly avoided by 
mainstream publishers - specific projects 
outside the structure of exhibitions: anthologies 
of writing on artists, interviews, books on art 
historical themes that have been neglected and 
monographs on living artists. Publications for 
2009 include: Unconcealed The International 
Network of Conceptual Artists 1967-77, 
Dealers, Exhibitions and Public Collections 
by Sophie Richard and Ch-ch-ch-changes: 
Interviews with Artists that Teach edited by 
John Reardon. 

Righton Press 
Faculty of Art & Design, Manchester 
Metropolitan University, Chatham Building 
Cavendish Street, Manchester, Ml 5 6BR 
www.artdes.mmu.ac.uk/rightonpress/ 

This new initiative brings together a unique 
collection of resources and expertise within 
MMU; the bookbinding studio, the collection 
of wood and letterpress type and associated 
printing equipment, combined with a linotronic 

output capability and a large scale digital print 
facility. This workshop base is complimented by 
the extensive collection of artists books housed 
in All Saints library. 
The mission of the Righton Press is to push 
the boundaries of book art by publishing and 
exhibiting books which respond directly to the 
claim for 'interactivity' which has been made 
in recent times by digital media. The Righton 
Press will deliberately collide the two worlds of 
digital print and the traditional technologies of 
offset lithography, letterpress typography and 
the hand made small edition multiple. 

Routfedge 
2&4 Park Square, Milton Park, Abingdon, Oxon, 
0X14 4RN 
www.routledge.com 

Routledge is a distinguished publisher of over 
600 journals and 1,000 new books each year 
with a back list of over 7,000 book titles in 
print. Part of the academic division of Informa 
pic, the impressive Routledge portfolio covers 
many different subjects within social sciences 
and humanities and is at the forefront of 
academic publishing in these fields. 

The Henry Moore Institute 
74 The Headrow, Leeds LSI 3AH 
www.henry-moore.org 

The Henry Moore Institute is a centre for the 
study of sculpture known internationally for its 
wide-ranging programme. Its exhibitions and 
active research programme vary from historic 
to contemporary sculpture. The Institute 
manages a specialist library and curates the 
British sculpture and archive collections of 
Leeds Museums & Galleries. The study of 
sculpture can mean many things, and the 
Institute aims to replicate this diversity. 

The MIT Press 
11 Chenies Street, London WC1E 7EY 
mitpress.mit.edu 

New titles available in 2009 include: Out of 
Now: The Lifeworks of Tehching Hsieh by 
Adrian Heathfield and Tehching Hsieh; Robert 
Ryman: Used Paint by Suzanne Hudson; Roy 
Lichtenstein edited by Graham Bader; On the 
Camera Arts and Consecutive Matters by Hollis 

Frampton; Inventing Marcel Duchamp edited by 
Anne Collins Goodyear and James W McManus; 
and Dan Graham: Beyond edited by Bennett 
Simpson and Chrissie lies. 

University of Chicago Press 
1427 E. 60th St, Chicago, IL 60637 USA 
www.press.uchicago.edu 

Established in 1891, the University of Chicago 
Press is the largest American university press. 
The Press publishes approximately 250 
books a year and has published 11,000 books 
since its founding. The Press also publishes 
leading journals and annuals in fields including 
the humanities and physical, life, and 
medical sciences. 

University Presses of California, Columbia 
& Princeton 
1 Oldlands Way, Bognor Regis, West Sussex, 
P022 9SA 
www.pupress.princeton.edu 
www.columbia.edu/cu/cup 
www.ucpress.edu 

Representing Princeton University Press, 
Columbia University Press and University of 
California Press • publishers of excellence 
in Art, Art History, Media and Cultural 
Studies. Books are easily sourced through UK 
distributors John Wiley, and details of desk 
copy availability and email sign-up of new books 
are on our websites. 

Yale University Press 
4 7 Bedford Square, London WC1B 3DP 
www.yalebooks.co.uk 

Yale University Press publishes high quality, 
beautifully designed, art books on a wide 
variety of subjects and across all periods. We 
also distribute books by The National Gallery, 
London, The Metropolitan Museum of Art, New 
York, and The Art Institute of Chicago. 

Infomation about the following publishers can 
be found in the "Sponsors" section: 

Manchester University Press 
Thames and Hudson 
Wiley-Blackwell 

http://www.prestel.com
http://www.reaktionbooks.co.uk
http://www.karstenschubert.com/publications
http://www.artdes.mmu.ac.uk/rightonpress/
http://www.routledge.com
http://www.henry-moore.org
http://mitpress.mit.edu
http://www.press.uchicago.edu
http://www.pupress.princeton.edu
http://www.columbia.edu/cu/cup
http://www.ucpress.edu
http://www.yalebooks.co.uk
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