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EDITORIAL

R

eading one of the articles for this edition of the Review
has reminded me how little we students make use of
that magnificent resource, the British library. Professor
Michelle Brown, who was formerly Curator of Medieval
Manuscripts for the British Library, has drawn my attention in
her article to the wealth of literature and images available to
scholars and to the general public from that resource. As well
as visiting the building itself, students can obtain access to the
catalogue and a vast number of digital images online by
logging onto www.bl.uk. Of course, to see a book or
manuscript 'in the flesh', so to speak, one still has to reserve it
with the Library, and travel to the Reading Room at St Pancras;
however, many manuscripts are so old and so fragile that they
cannot be handled at all, and this is where 21st-century
technology takes over: the pages can be turned online or in
the original codex form - a huge benefit to researchers or
historians delving into the past.
Although I understand the rules are now more relaxed,
actuallyjoiningthe Library as a member can be rather more
daunting. I recall being interviewed at length by an official
enquiring my reasons for joining the library and the exact
nature of my proposed studies; I also had to provide proof of
identity and address, and the name of my supervisor at
Birkbeck as a reference. I then had to be photographed and
issued with a library ticket, and only then was I allowed into
the hallowed precinct. I wonder if Karl Marx had to jump such
hoops? There is of course a reason for these security measures,
since there is limited study space, and theft and vandalism by
library users is still unfortunately an occasional problem. But
membership of the Library does feel like a rare privilege, and
the hush of the reading rooms is very conducive to study. Best
of all, it is free to become a member and I would urge all our
members to join if they have not done so already.
This edition of the Review will be my last as editor, so in
conclusion I would like to thank the other members of the
Review panel, our talented designer Pat Burtenshaw, and our
contributors, past and present, for the invaluable work they
have done to make the journal so successful.

Ann

Halliday

MEMBERS' FORUM
We welcome comments and suggestions from ULEMHAS
members on any aspect of the society's activities. Your
letters will be printed in our autumn supplement if space
allows. Please send them to Bill Measure, 90 Richmond
Road, Leytonstone, London E11 4BU or email him at
measure@btinternet.com by 30th September 2008.
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THE SACRED M A D E REAL:
SPANISH PAINTING A N D SCULPTURE 1600-1700
by Susan

Wilson

National Gallery, London: Sainsbury Wing 21 October 2009-24 January 2010
Curator: Xavier Bray

F i g . 1 : Ecco H o m o ( 1 6 7 3 ) by P e d r o d e M e n a .
C o n v e n t o d e l a s D e s c a l z a s Reales, M a d r i d

S

ir Brinsley Ford set up the Richard Ford Awards for young
artists to go to Spain to study principally in the Prado.
Since Spain was never part of the Grand Tour, and so not
part of the cultural experience of the British elite, he considered
that Spanish polychrome wood sculpture in particular had
never been appreciated by that section of British society who
felt, for better or worse, that they knew about 'Art', what was
good, what moved them, and what was tasteful.
A love of Velazquez and Goya was endorsed by American
collectors and the Impressionists' passionate journeys to Spain
to see the works in the Prado. The letters from Morisot,
Manet and Monet are well documented with their rhapsodic
appreciation of how the Spaniards applied paint. But the
polychrome wood sculpture remains outside the bounds of
English taste; it was considered too emotional, too deathly,

too direct. This exhibition examines the close connection
between the making of polychrome wood sculptures and the
development of the painters from their apprenticeships in the
polychrome wood workshops. Paintings and sculptures will be
shown alongside each other and we will have the opportunity
to see these intertwined links of craft and sensibility.
'Sculptors, esteemed as the true masters of art, were amply
respected and bore titles such as alferez (officer) maestro de
campo (field master), capitan (captain) and so on. Painters
were associated with the guild of St Luke, whilst sculptors,
together with other wood carvers, belonged to that of St
Joseph. According to the guilds' medieval traditions, the
apprentice would draw up a contract with a master and work
with him for at least a year, fulfilling a variety of tasks that
ranged from the most menial, such as cleaning the workshop
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F i g . 2 : T h e I m m a c u l a t e C o n c e p t i o n ( 1 6 1 8 - 1 9 ) by
Velazquez. T h e N a t i o n a l Gallery, L o n d o n .
© The N a t i o n a l Gallery, L o n d o n

and preparing mixtures and colours, to the most complex, such
as aiding in the drawing and painting of backgrounds,
polychroming and so on. After the initial apprenticeship was
over, it was usual for the student to remain working with the
master in his workshop for some time before opening his own'.
(Pedro Querejazu: A World i n Wood i n the City of the Silver
M o u n t a i n : Wooden Sculpture a n d Architecture
i n Potosi).
The polychrome wood sculptures were made with the
intention of touching the onlookers emotionally. Moved from
their place in the churches during Semana Santa (Holy Week)
the sculptures pass by the onlooker who sees the image now
against trees, now houses with balconies draped in red, or from
a bar window where all the lights are dimmed as the Paso
goes by.
'In the artists' contracts stipulations are made that sculpture
should "sensitize the heart ... cause great spiritual devotion ...
provoke the faithful to sorrow and penitence" and inspire
profound spiritual absorption (recoglmiento)
in the crowd ...
When the processional sculpture Jesus de la Passion was first
carried in procession, its emotional power was so heightened
and transformed that even the sculptor himself (Juan Martinez
Montanes) was said to have followed it through the streets
crying out that it was impossible that he could have created
such an expressive and devout image' (Verdi Webster: Art a n d
R i t u a l i n Golden Age Spain. Sevillian Confraternities
a n d the
Processional
Sculpture of Holy Week, 1998, Princeton).
Do these works not tell us at an instinctual level what
we already know - that trauma will wound us permanently?

Is this kind of Catholic art a deeply-understood protective
strategy to comfort us? The wounded girl can become a Medea,
prepared to kill. Are the tears of the Magdalen consoling
because we feel our own are thereby justified? Picasso drew
crying, tear-dripping women as preparatory exploration for
G u e r n i c a . For many years they were shown alongside it in the
Reina Sofia Museum. Art historians have tended to link them to
Picasso's relationships with his women, but the relationship to
the Magdalens and Immaculadas with glass tears set into their
cheeks is clear.
According to William Christian, "Tears wept externally in
contemplation of the Passion were thought to have a purgative
effect on sins, and in Spain this remained the great spiritual
exercise of the 16th century." Ignacio Loyola instructed the
readers of his Exjercicios
S p i r i t u a l s "to force (yourself) to
sorrow, mourn and weep." Teresa of Avila wrote of meditating
on the Passion "If there is some love, the soul is rewarded, the
heart is softened, and tears come ..." One of the primary
functions of the penitential processions was expiatory: it
allowed the participants to atone publicly and ritually for their
sins and thus to cleanse their souls ... As Christian has observed,
"it was as important to see your neighbours' tears as your own,
for only if tears were shed generally could it be known that the
hearts of the entire community had been moved."' (Verdi
Webster, p.l78).
Pedro de Mena's Ecce H o m o (1673) (Fig. 1), lent by the
Convento de Descalzas Reales, gives us such a chance to gaze
upon a polychrome wood sculpture of outstanding freshness
and feeling. Normally seen only on a guided tour of Descalzes
Reales, a monastery in central Madrid unchanged since the
Golden Age, we now will be able to stand and wonder at it
instead of being hurried past. It has great subtlety and delicacy
of modelling of the body with a sense of life imbued, yet
impending death. The Spanish sculptors are thought to have
been influenced by Donatello via the Florentine artist
Torrigiano. A Torrigiano St Jerome remains in the Bellas Artes,
Seville. In the intense emotion, married with great draughtsmanship and the residual effect of the Renaissance celebration of
physical beauty you see the sculptural concepts of Donatello
coming through - think of Donatello's wooden sculpture of
Mary Magdalen
(Accademia, Florence), or the anguish of the
V & A Pietà.
But now, in a secular gallery space, what is the function of
these objects? Do they resonate if we are not Catholic? Are we
ashamed of our inheritance, afraid to look at our history before
the Reformation? Perhaps we should examine our antipathy to
Catholic art, where Caravaggio forms the acceptable exception
to our prejudice, thanks, in part, to Derek Jarman. If we can
admire and search out Caravaggio, perhaps we should be able to
see the greatness of Pedro de Mena?
Velazquez (Fig. 2) portrays a girl of 12-14 years, serenely
beautiful, with a shy, modest, downward glance. The fresh look,
not sugary, is always arresting. The great clouds of grey surging
behind her, the relative darkness she lightens, the light touch
when painting her symbols, and the clarity of brush stroke are
astounding. Feminist theory railed against the spirit of such
images. Is she so problematic as an icon? Is she a beneficial
symbol? What does she mean if you are not Catholic or religious?
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obedience, the Mercedarian friars took a
vow "of redemption, or blood", whereby
they pledged to act as hostages to
ransom Christian captives in danger of
loosing their faith. Born in England
toward the close of the 12th century,
Peter Serapion went to Spain and bore
arms against the Moors beside Alfonso
IX of Castile. He entered the recently
founded Mercedarian Order and made
several voyages to North Africa to
liberate Christian captives. Captured in
Scotland by English pirates, Serapion
was bound by the hands and feet to two
poles, and was then beaten, dismembered and then disembowelled. Finally,
his neck was partly severed, leaving his
head to dangle. An example of the
Christian acceptance of suffering and of
resignation before death, the image of
the Blessed Serapion was offered to the
Mercedarians as a subject of meditation
in their funerary chapel.' (Catalogue
Zurbarán, NY/Paris 87/88)
This painting (Fig. 3) was made from
observation with a model posing, held
by ropes. It gives a sense of the saint as
alive rather than dead; the hands and the
face give this away. In some of the
portraits made by Zurbarán of church
F i g . 3 : S a i n t S e r a p i o n ( 1 6 2 8 ) by F r a n c i s c o d a Zurbarán.
fathers it is thought that men in the
© W a d s w o r t h A t h e n e u m M u s e u m of Art, Hartford, Connecticut. The Ella
monastic orders posed, and some posed
Gallup Sumner a n d M a r y Catlin Collection F u n d (1951.40)
twice for different identities. Greater
power is achieved by less gory
description. Serenity is conveyed and thus suffering is past.
Doesn't she stand as a symbol of quality, a thoughtfulness,
Death is hinted at by the folds and a certain languor. The hands
simplicity and directness? The work is Venetian in concept.
are limp. The folded note with the saint's name Serapion pasted
Velazquez would have seen Tintoretto's billowing, spaceto one side is both brilliantly lit and in partial shadow. The
occupying clouds that create an ethereal pictorial plane and
painting exudes tenderness and humanity.
make suspension in air not in the least absurd. He would have
seen them in the Royal Collection, and in Venice when he was
In Spanish religious art, after the Council of Trent, a new
sent to Italy on behalf of the Spanish Crown. Velazquez adhered
simplicity and spareness arose, making the imagery stronger, its
to his father-in-law Pacheco's instructions for a doctrinally
impact more direct. This includes a willingness to show a
correct portrayal of the Virgin. But this is not an idealized deity.
realistic rendition of violence. Loyola stressed the importance of
She is in sharp focus, recognizably real, not idealized, maybe
absolute reality in contemplating the Gospel story. The clarity
powerful enough to intercede on our behalf should we wish; for
and directness of the Flemish primitives in creating images of
this is the purpose of the work.
religious figures led to such works forming major segments of
the Royal Collection. In markets in Seville such works were sold
Viewers of these works might ask: what is the purpose of
to collectors and the Spanish sculptors and painters drew upon
such art now? Once such commanding, even fearful works were
them to create the powerful images we will see this October in
embedded into the hospital wall, frescoed above your head, set
the National Gallery. It will be interesting to watch the
above a doorway you would pass through on your way to life or
reception that London visitors will give to the inspirational
death. They were meant to tell you something about yourself as
polychrome wood sculpture examined here.
mortal and remind you of your own conduct, and your life.
This is not the world of 'pure form'. These are visceral. They
command, they don't equivocate. They are emotional. If we
should feel repugnance when reminded of our own mortality
Susan Wilson teaches drawing at The Prince's Drawing
School
then our shrinking back only shows our reluctance to face our
a n d is a visiting tutor at the Slade School a n d the University of
own decay.
East Anglia. She has drawn i n the National Gallery for 30 years
'In addition to the traditional vows of poverty, chastity and
a n d takes students o n in-house visits to study a n d draw there.
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T H E L O R D OF T H E MANOR'S PSALTER
A N D T H E POOR MAN'S BIBLE:
'READING' TWO MEDIEVAL TREASURES
by M i c h e l l e P.

F i g . 1: S i r Geoffrey
L u t t r e l l as a
m o u n t e d knight. Luttrell Psalter
f . 2 0 2 v . A l l i m a g e s c o u r t e s y of t h e
British Library Board

I

Brown

Fig. 2: The Luttrells c e l e b r a t e t h e
N e w Year w i t h a feast. L u t t r e l l
Psalter f.208r.

n a strongroom at the British Library sit two strange
bedfellows, two treasures of the nation which owe their
genesis to two very different makers. One is the Luttrell
Psalter (Additional MS 42130) which proudly proclaims in its
colophon 'Sir Geoffrey Luttrell caused me to be made', intended
as the lasting memorial of the lord of the manor of Irnham
(Lincolnshire) and his family. The other is the H o l k h a m Bible
Picture Book (Additional MS 47682), the first of the 'poor man's
bibles', conceived by a Cockney artist with attitude who
probably rented premises in Paternoster Row, behind St Paul's
Cathedral in London. Both were made in the 1320s to 1340s,
during what has been dubbed 'the worst century ever', on the
eve of the Black Death which in 1348-9 wiped out a third of the
population of Europe. In 1381 the Peasants' Revolt would mark
the culmination of this turbulent century of social, political and
economic unrest, which began to transform the feudal order
and which was marked by heightened personal piety and
preoccupation with mortality. Both books serve as unparalleled
windows on their age, bringing us as close as possible to
penetrating the mind-sets of representatives of diverse sectors
of medieval English society.
The Luttrell Psalter, probably made between 1330 and Sir
Geoffrey's death in 1345, is one of the supreme expressions of

Fig. 3: B r i n g i n g i n t h e h a r v e s t .
Luttrell Psalter f.173v.

English Gothic. Remarkably, not only is the patron of the work,
Sir Geoffrey Luttrell (1276-1345) named in the book, but he, his
family, his retainers and the world they knew are also depicted
on many of its pages. Family members are seen at prayer,
feasting and preparing for military service, accompanied by
those alongside whom they lived in close proximity - the
domestic staff who ran their affairs, dressed them and cooked
their meals, the people who worked their land - men who
ploughed and sowed, drank, gamed and trained as military
levies, women whose backs strained with their burdens and
who spun yam to support their families, boys who raided their
fruit-trees and turned the spits in the lordly kitchens, and dogs
that guarded their property and saw off pedlars. For once the
memory of ordinary folk is preserved, alongside that of the
wealthy. The things they owned and the places they inhabited
are conveyed in graphic detail, but more importantly still we are
given a glimpse of the ways they thought and felt.
The Luttrells' world is reinvented and reinterpreted in the
light of biblical time and perpetual prayer, and is co-inhabited by
the Trinity, the Virgin, angels, Old and New Testament figures
and saints. Sir Geoffrey's Psalter celebrated 'the good old days'
and the social status quo, but was made at a time of rapid
change in society, when old age and the prospect of meeting his
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Maker were fast approaching. It was planned as his memorial
and was probably used when prayers were said for his soul's
repose in Irnham's church.
Sir Geoffrey could no longer climb upon his mighty warhorse, caparisoned in heraldic finery like the womenfolk, Sir
Geoffrey's wife Agnes Sutton and his prized (but sadly barren)
daughter-in-law Beatrice le Scrope, who pass him his arms (Fig.
1), and are thereby associated with his great endeavours, earthly
and eternal, including the commissioning of the Psalter that was
to serve as their monument. Sir Geoffrey bequeathed his horse
to the parish priest as part of an extravagant will which
provided for 20 chaplains to recite masses for his soul for five
years, and for clerks to recite the Psalms, probably from this very
book. The Irnham branch of the family died out in battle in
1419, but Sir Geoffrey's book has ensured that its fame lives on.
The body of the work was commissioned from a team of
specialist scribes and artists, probably based in Norwich - a
town in which the Luttrells would have conducted much
commerce, but the portion containing the most intimate
marginal scenes of manorial life (Fig. 2) was enlivened by a
rather different artist, perhaps himself a friar, who pulled no
punches when encouraging the Luttrells to confront the
spiritual speculum
of their own lives and who was greatly
preoccupied with salvation and social justice. Might he even be
one of the Dominican or Austin friars depicted sharing the
family's New Year feast?
This was the age of spiritual teachers of the magnitude of
Robert Mannyng of Bourne and Richard Rolle (who served as
confessor to Luttrell womenfolk, turned nuns, at Hampole),
whose thoughts pervade the Psalter's imagery. Comely young
women defend the castle of love (their honour) and play courtly
board games with their wooers in the enclosed garden (hortus
conclusus)
of chastity, but their fashionable veils billow in
recollection of Mannyng's 'devil's sails', the vanities which carry
all to perdition.
The forces of chaos that lurked on the margins of society,

Fig. 4: The C r e a t o r w i t h t h e b i r d s
a n d beasts. H o l k h a m B i b l e f . 2 v .

and illustrated in the margins of the book, threatening to
overturn the divine, natural and social orders, are symbolized by
a bold and bizarre array of grotesques - a motley assembly of
human, mammal, reptile, fish and bird body parts rearranged to
parody or praise Creation. Some are benign (Fig. 3) and would
make nice household pets, whilst others threaten the divine and
governmental stability of which Sir Geoffrey saw himself as the
local guardian. The fens of Lincolnshire and East Anglia had long
harboured the imagery of the grotesque, since the visions of the
Irish St Fursey (d. 650) and the Anglo-Saxon warrior turned
hermit, St Guthlac (d. 714). These inspired in turn Dante, Bosch
and 'Monty Python'.
A very different environment inspired the maker of the
H o l k h a m Bible (later owned by the Cokes of Holkham Hall,
Norfolk), during the 1320s-30s. He depicts himself - a handsome
young chap with blond curls escaping from his layman's cap in a frontispiece, instructed by a Dominican to make a good job
of his work, for it is to be shown to wealthy folk. Yet no selfrespecting friar would condone some of the errors and excesses
of this artist's distinctive vision of creation, apocalypse and
redemption (Fig. 4).
The artist's distinctive 'self-portrait' occurs throughout the
book, serving as a witness and rapporteur of the action and the
personal recipient of salvation. He is always around when John
the Baptist is in the frame, probably his name-saint, and
frequently occurs behind a group of five doctors of the law,
resembling canons of St Paul's. A John Fifhide subsequently
rented premises in Paternoster Row, which specialized in book
production, textiles and rosary beads, and it may be that his
father made the book, commemorating himself in such pictorial
colophons. His artwork certainly belongs to the realm of opus
a n g l i c a n u m - the most prized embroidered textiles of the
Middle Ages.
The way in which the book was made is unconventional
and inexpert, unlike the designs, and it may be that an
enterprising textile artist was working alongside illuminators

F i g . 5: M i r a c l e s f r o m C h r i s t ' s
infancy. H o l k h a m B i b l e f . 1 5 v .

F i g . 6: T h e second a n d t h i r d
Temptations. H o l k h a m Bible f.19v.
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F i g . 7: F o r g i n g t h e n a i l s
for the Crucifixion.
H o l k h a m B i b l e f.31.
and decided to try his own
hand at making a book. The
images were devisedfirstand
an Anglo-Norman French text
composed to accompany
them, squeezed into spaces
around the pictures. Apocryphal references abound:
the Christ child surfs on a
sunbeam (Fig. 5), whilst his
friends topple off, since they
are not the 'Christ dude'; another pal tumbles from the upper
window of the workshop of Jesus's mother, Mary, depicted like a
Paternoster Row tenement, and has to be put back together
again. Familiar sights and places can be recognized: Christ is
tempted by Satan to cast himself from the spire of St Paul's - the
tallest skyscraper on the London horizon before 1964 - and to
survey the wealth of the world in the form of the City of London
(Fig. 6), from Hampstead Heath with its windmill, a prized piece
of new technology. The commons and the nobles fight amongst
one another as a portent of the last days, emblems identifying
some as protagonists in the conflict between Edward II and his
perfidious queen, Isabella. Our artist, John Fifhide, even dons an
apron and hat on top of his own garb to play the role of the
blacksmith (Fig. 7), who is asked to make the nails for the
Crucifixion, playing a part like the guildworkers of medieval
mystery plays. He has hit his thumb with a hammer and cannot

oblige, preferring his wife for the detestable task instead.
These are but some of the many ways in which these
painted pages illuminate the lives and thoughts of those who
made them. Today, they are made accessible to us through
exhibition, digital images on the net and, recenty, in the form of
facsimiles published by the British Library in more affordable
trade editions alongside costly fine-art editions for latter-day
bibliophiles. Turning their pages online or in the original codex
form help us to find new ways of 'reading' old works, peopling
them with word, sound and image in the modern age in ways
with which the medievals would have been at ease. 8
Michelle P Brown is Professor of Medieval Manuscript
Studies
at the Institute of English Studies, School of Advanced
Study,
University
of London.
She was formerly
the Curator
of
Illuminated
Manuscripts
at the British Library, where she
remains part-time.
She was also formerly
a Lay C a n o n of St
Paul's Cathedral.
She has published,
lectured a n d
broadcast
widely o n medieval
manuscripts
a n d has curated
several
major
exhibitions.
Bibliography:
Michelle R Brown, The Luttrell Psalter, A Facsimile
(Folio
Society and British Library: London, 2007); BL trade edition
£295.00
- The World of the Luttrell Psalter (British Library: London,
2007); £9.95
- The H o l k h a m Bible, A Facsimile
(Folio Society and British
Library: London, 2008); BL trade edition £50.00
See also www.bl.uk for some digital images, the Luttrell
Psalter
on 'treasures online' and a podcast on the H o l k h a m Bible.

ULEMHAS NOTICEBOARD
At the AGM a question was raised about the accessibility of
the lecture theatre at the Courtauld. There is a lift but it can
only be reached from the foyer by two flights of steps. This
has been raised with the Courtauld, who say that it is
possible to enter the building by the side door with direct
access to the lift without stairs. It would be useful if anyone
needing this access could contact the Courtauld or
ULEMHAS in advance.
It was also suggested that an alternative venue might be
sought. We had bitter experience of trying to find a venue a
few years ago when we eventually found the Courtauld.
Finding suitable premises in central London at a reasonable
price and at times that we require is by no means easy.
Suggestions were made that we should investigate the
possibility of holding lectures at the Mary Ward Centre or
Friends House, Euston Road. We found that the Mary Ward
Centre does not hire out rooms, and that Friends House is
not only far more expensive than our current venue but it is
doubtful that the audio-visual facilities are as good.
Furthermore, the policy of Friends House on alcohol would
mean an end to the post-lecture social that many members
enjoy.

At the AGM it was suggested that there should be a tier
of membership for those people who live outside London
and cannot attend many lectures. The committee considered
this and could see no merit in the suggestion. The number of
out-of-town members who renew suggests that they retain
their membership because there is much in ULEMHAS that
they value. We doubt that a lower tier of membership would
attract new members from out of London, but it would
reduce our income at a time when we have again held
membership subscriptions at their previous level.
Also, at the AGM we were asked to reduce the size of the
membership card to credit card size. We have only recently
had a reprint of membership cards and currently hold a large
stock. However, we will consider smaller cards when a
reprint is necessary.
Following the death of Dr Marguerite Kay we were left
without a Vice-President. The committee invited Clare FordWille, a founder member of ULEMHAS and one of the most
popular Birkbeck lecturers to become Vice-President. We are
delighted that Clare has accepted.
B i l l Measure,

Chairman
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THOMAS HUDSON
A N D T H E F O U N D L I N G HOSPITAL
by Jim G l e d h i l l

T

he years have not been kind to Thomas Hudson.
Despite his massive success as a portraitist in his own
lifetime he has been retrospectively criticized for being
an uninspired and formulaic face painter with little or nothing
to offer modern audiences. Whereas there can be no doubt
that Hudson was 'in it for the money' as a commercial
portraitist, the fact that he enjoyed such a paramount position
during such a significant period in British art should not be
overlooked. Hudson's relationship with the Foundling Hospital
provides a useful lens through which to examine the man and
his place in British art history.
Hudson arrived in London from Devonshire in the 1720s
and went to work in the studio of Jonathan Richardson. This
relationship would prove pivotal, as Hudson married
Richardson's daughter Mary and inherited many of his fatherin-law's clients when Richardson retired in 1740. The period
between 1739 and 1746 saw Hudson's popularity increase
within the senior echelons of the British establishment. The
London portrait market was opened up by the departure of the
French painter Jean Baptiste Van Loo in 1742, and Hudson took
full advantage.
George II established the Foundling Hospital by Royal
Charter in 1739 as Britain's first purpose built home for
abandoned children (Fig. 1). The Hospital was very much the
product of its age. In the context of Britain's economic ascent,
the Hospital became an institutional locus for benevolence,
using charity as a social mechanism for reconciling public
virtue with private wealth. Founded on the model of a joint
stock company, the Hospital's management included many
senior figures from political, legal, scientific and commercial
circles. Influenced by Enlightenment rationalism, many of these
men saw the Hospital as a crucible for experimenting with
new ideas in variousfields,including public health. under the
influence of William Hogarth, the Hospital would also become
an early venue for the public display of art. Hogarth
symbolically donated his portrait of the Hospital's founder
Thomas Coram to the Hospital in 1740 in a bid to encourage
British artists to challenge their continental counterparts like
Van Loo who dominated the market at the time.
Hudson's formal relationship with the Hospital began in
1746 when he was elected a Governor. His connections with
the Hospital went further back however, as he had already
painted a number of figures associated with the project,
including Robert Walpole and William Augustus, Duke of
Cumberland. Hudson also had previous philanthropic
credentials, having been involved in the establishment of the
Devon and Exeter Hospital in 1741.
Hogarth initiated the scheme to decorate the Hospital's

F i g . 1: T h e F o u n d l i n g H o s p i t a l ( 1 7 4 6 )
by R i c h a r d W i l s o n , o i l o n c a n v a s , 5 3 . 3 c m
© C o r a m i n t h e c a r e of t h e F o u n d l i n g M u s e u m

Court Room and other interiors with works of art. Along with
Hogarth, the sculptor John Michael Rysbrack and the Hospital's
architect Theodore Jacobsen, Hudson sat on a committee that
met annually on Guy Fawkes' Day to organize donations and
the display of artworks around the Hospital. Hudson himself
presented two full-length portraits. These oil paintings are
significant because they reflect both Hudson's posthumous
reputation as a formulaic face painter, but also show a more
nuanced side to his portraiture that suggests he was capable of
more as an artist.
The portrait of Theodore Jacobsen (Fig. 2) is a typical
Hudson. Jacobsen was a merchant from Hamburg who had
worked for his family's business in the London Steelyard. In
retirement he became an amateur architect, and was
commissioned by his fellow governors to design the Foundling
Hospital in 1742. Jacobsen also designed the East India House
in London, the Royal Hospital at Haslar in Gosport, and the
West Front of Trinity College Dublin. His architecture was an
occupation that both enhanced his social status and provided a
conduit for his moral philanthropy. As in the case of other
Foundling Hospital governors from mercantile backgrounds,
Jacobsen wanted to project a self-image of virtue and prestige.
In this portrait he is shown holding the architectural plans for
the hospital, and is dressed in fine clothes with what is
probably his country home Lonesome Lodge in the
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extension of his personal and
professional relationships with the
group of artists, including Hogarth,
Francis Hayman, Samuel Scott and
John Michael Rysbrack, who in
addition to serving as Hospital
Governors, were also regulars
at Old Slaughter's Coffee House
in Saint Martin's Lane. The
annual dinner on November 5th
attended by these artists and their
patrons at the Foundling Hospital
produced the germ of the first
public art exhibition which took
place at the premises of the
Society of Artists in the Strand in
1760. This momentum would
eventually lead to the creation of
the Royal Academy in 1768. The
first President of the Academy was
Hudson's former apprentice,
F i g . 3 : P o r t r a i t of John M i l n e r ( 1 7 4 6 )
F i g . 2 : P o r t r a i t of T h e o d o r e
Jacobsen
Joshua Reynolds. Although a
by T h o m a s H u d s o n , o i l o n c a n v a s ,
( 1 7 4 6 ) by T h o m a s H u d s o n , o i l o n
signatory to the charter of the
236.2 x 144.8 cm. © C o r a m i n the
canvas, 236.2 x 137.1 cm. © C o r a m
Society of Artists, Hudson played
care of the F o u n d l i n g M u s e u m
i n t h e c a r e of t h e F o u n d l i n g M u s e u m
no significant role in the campaign
that led to the founding of the
Royal Academy. This is perhaps
not surprising given that Hudson went into virtual retirement at
background. Hudson's flattery of his sitter is glaringly obvious.
the beginning of the 1760s, and he did not share the
Horace Walpole, who would later become Hudson's neighbour
campaigning zeal of many of his contemporaries.
in Twickenham, explained the artist's popularity with
Hudson was a socially aspirant, commercially-minded artist
gentlemen who were 'content with his honest similitudes, and
who became successful because he was a skilful painter,
with the fair tied wigs, blue velvet coats, and white satin
sensitive to his wealthy sitters' tastes. His former pupil Reynolds
waistcoats, which he bestowed liberally on his customers'.
would achieve even greater success in this market from the late
Hudson also depicts Jacobsencross-leggedand leaning on a
1750s when he began to take over his former master's client
plinth (appropriately a relief of Charity), a common pose in
base. Hudson has been criticized for his conservatism, and for
portraiture of this period.
revealing nothing of his own personality in his portraits.
Hudson's portrait of John Milner (Fig. 3) can, however, be
Whereas this is perhaps a fair criticism of his work in general,
viewed in a different light. The barrister John Milner was a
there are clear exceptions, such as his portrait of John Milner
founding governor of the Foundling Hospital and served as its
and his portrait of the barrister and Member of Parliament
Vice President between 1740 and 1750. This portrait differs
Charles Erskine (1747), where Hudson reveals the influence of
from that of Jacobsen in that Hudson treats Milner in a more
Rembrandt. Hudson's later paintings reveal other influences,
sensitive and less stylized manner. In doing so, he reveals a man
including his contemporaries Reynolds and Thomas
clearly troubled by the burden of responsibility placed upon
Gainsborough. Hudson largely withdrew to his country home in
him. Hudson has included law books as a visual reference to
Twickenham after exhibiting at the Society of Artists' annual
Milner's profession but there is no sign of flattery. Given the
exhibition in 1761, although he kept a pied-à-terre
in Covent
heavy demand for his work in this period, Hudson used drapery
Garden. After 1760 the cause of the Foundling Hospital became
assistants to paint his sitters' clothing and background. In the
less fashionable, and the direct involvement of artists declined.
1740s he employed Joseph Van Aken in this capacity and it is
Hudson completed his last known portrait in 1767.
likely that he worked on the Milner portrait.
Hudson's support for the Foundling Hospital was motivated
by a combination of philanthropy and the obvious commercial
incentive that it brought him into contact with wealthy patrons.
Jim Gledhill previously
worked i n the Collections
Department
This duality in his motivation was common to all the artists
at the M u s e u m of Science a n d Industry i n Manchester,
and
associated with the Hospital in this period. A visit to the
then as Assistant Curator for the Foundling M u s e u m i n
Hospital's Court Room was a fashionable, polite pastime in
London.
London at a time when Hudson was the capital's most
H e is now Curator of Social a n d Working History i n the
fashionable portraitist.
Later Department
(1700-present
day) at The M u s e u m
of London.
Hudson's association with the Hospital was also the logical
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HERCULANEUM:
THE

LAST T H R E E H U N D R E D YEARS
AND T H E FUTURE
by C h r i s t i n a G r a n d e

F i g . 1: H e r c u l a n e u m , H o u s e of t h e S t a g s , g a r d e n
(Photo: A. King)

W

ho has not day-dreamed of walking through a
doorway into another time, like E Nesbit's
fictional children? Once there we walk into
beautifully furnished houses, carved tables are laden for
lunch, gleaming bronze statues pose against walls frescoed
with people, gods and landscapes. Folding shutters reveal
geometrically manicured gardens with topiary, sculpture and
fountains splashing beneath pergolas of roses.
Visiting the remains of Roman Herculaneum may bring
us close to such dreams, and indeed the construction of
idealistic fantasies has been an element of Herculaneum's
complex life since excavation began. 2009 marks the
tercentenary of the rediscovery of the elegant coastal resort,
buried by the catastrophic eruption of Vesuvius, traditionally
dated to 24th August AD79. Herculaneum confronts us with
a double dose of insight. Not only did the volcano preserve
buildings (Fig. 1), artworks (Fig. 2) and hitherto unseen
details of daily life in the 1st century AD, but these remains
also hold a mirror to three centuries of changing fashions in
retrieving, perceiving and receiving Antiquity.
When Vesuvius exploded over Campania, Pompeii was
subjected to falls of pumice and ash which would eventually
bury the town to a level of 5 metres, but allowed many of its
population of 10-20,000 the window of early escape. Its
smaller neighbour Herculaneum, just 4 miles from the
volcano, faced a crueller fate. After initial ash falls, the
changing wind brought pyroclastic flows, blasting the town
with terrifying speed, power and intense heat, engulfing
Herculaneum in nearly 25 metres of boiling volcanic matter
and gases. Nearby, the fashionable city of Naples escaped

largely undamaged.
The Younger Pliny's letter describes how his uncle Pliny
the Elder, the encyclopaedia writer, died investigating the
'great cloud shaped like an umbrella pine'. Excavations at
Herculaneum's harbour front since the 1980s have revealed
an overturned boat and some two hundred bodies of those
trying to escape by sea, many huddled in the vaulted boat
houses for sanctuary. These give a gruesome snapshot of the
final hours but also supply rare evidence of well preserved
skeletons for analysis, some like 'the Ring Lady' still wearing
her gold jewellery. Other survivals from the hardened debris
are less traumatic: the carbonization of much organic matter
by extreme heat has left unbelievably well preserved
wooden chairs and beds embellished with marquetry, folding
screens and doors. Conditions varied and in certain contexts,
bread, eggs, textile fragments, baskets and ropes have
survived largely undamaged as have the many bronze and
marble sculptures, frescoed walls, lamps, writing tablets, and
countless relics of people's lives. Deep burial has also
preserved upper floors of buildings and effectively sealed in
the whole town: although not the intact time capsule
beloved of tourist guides; it is a unique slice of preserved
Roman life.
Pompeii, buried less deeply and therefore more fully
excavated, has yielded extensive survivals of a large town
with decorated and furnished public and private buildings,
layout of roads, gates, theatres, temples, cemeteries and all
civic amenities. Herculaneum, though only partially
excavated, complements Pompeii perfectly by providing the
closer focus made possible by deeper burial and exceptional
preservation.

F i g . 2 : H e r c u l a n e u m : H o u s e of N e p t u n e a n d
A m p h i t r i t e , w a l l m o s a i c of N e p t u n e & A m p h i t r i t e
(Photo: A. King)
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Fig. 3 : H e a d o f
Bacchus f r o m the
Villa o f the Papyri,
b r o n z e , v e r s i o n of
Hellenistic work,
Naples M u s e u m
(Photo: A. K i n g )

Herculaneum's theatre was discovered whilst digging a
well at Resina in 1709, but real investigation began in 1738,
when the Bourbon king Charles VII ordered a network of
tunnels to be dug through the hardened debris (and anything
else in their path) in search of treasures for Ms palace at nearby
Portici. Difficulties in tunnelling under a living town soon
turned attention to newly-discovered Pompeii in 1748.
At Herculaneum, the opulent 'Villa of the Papyri', was
investigated from 1750-62, named after the 1800 carbonized
papyrus scrolls found scattered inside. Not all discoveries from
Herculaneum have matched contemporary romantic preconceptions. Unwrapping the scrolls was eagerly anticipated but
optimistic fantasies of lost plays by Sophocles or missing books
of Livy (we still live in hope!) were quickly overturned by the
discovery in the 1750s that the charred scrolls contained texts
of Epicurean philosophy, predominately by the 1st century BC
philosopher Philodemus of Gadara, including a treatise rejecting
music. Wordsworth mournfully wrote of his disappointment.
The pioneering art historian, archaeologist and ardent
propagator of the Greek ideal, J. J. Winckelmann, may have
been responsible for the widespread chagrin that this exquisite
villa could have belonged to a man who did not share his
idealizing aestheticism. The original owner of this library was a
devotee of the Hellenistic materialist philosophy of Epicurus,
whose tenet was that human existence is mortal, composed
only of cosmic atoms and void, so happiness should be sought
in comfortable contemplation, free from fear of the gods. The
villa was elegantly decorated enjoying extensive gardens with
fountains and sculpture; bronzes of exceptional quality were
found there, many being versions of celebrated Greek
'masterpieces' (Figs. 3 and 4). These would have enhanced the
climate of intellectual o t i u m desirable for learned gatherings,
perhaps referring to Epicurus' famous garden school at Athens.
Eighteenth-century plans of the villa were used in the
1970s as the model for J. Paul Getty's museum in Malibu,
appropriately built to house his classical collection. Ongoing
scholarship, technical advances and renewed excavation have
Fig. 4: M e r c u r y
Resting, f r o m the
g a r d e n of the Villa
of the Papyri,
bronze, copy of a
w o r k f r o m the 4th
c e n t u r y BC, N a p l e s
Museum
(Photo: A. King)

enabled a more contextual understanding of this exceptional
villa. The large library, still only partially retrieved, provides a
unique example of the private collections of literature and art
belonging to learned and wealthy men of the late Roman
Republic. Cicero would have been at home in such a villa. In
the early years of the Empire, many such collections were
appropriated for public libraries by the Emperor Augustus as a
political gesture of providing facilities for the people at the
expense of the old elite. So this private library has survived in
more ways than one.
Selective vision of the past is further illustrated by the
notorious 'Gabinetto Segreto', (secret display room) in Naples
Museum. Constructed in 1819, it stored sexually explicit
sculptures, paintings and artefacts from Pompeii and
Herculaneum ill-suited to idealized concepts of antiquity as a
model for moral improvement, contributing to the growing
concept of censorship of 'pornography'. Such discoveries had
contributed to Winckelmann's categorization of Roman art as
decadent compared to the 'sublime' art of his idealized Classical
Greeks. Since 2000, the 'Gabinetto' has been accessible to the
public who can contemplate censorship of the past, and
reassess sculpture like the flamboyantly erotic P a n and the SheGoat from the 'Villa of the Mysteries' garden.
If a walk through Herculaneum engages us with the ancient
past and changing agendas of recent centuries, what of the
present and future? The ebb and flow of politics and funding in
the Bay of Naples threatens the survival of Herculaneum and
other Campanian sites as do ever-increasing tourist numbers.
Many houses in Pompeii are now closed, in danger of decay or
imminent collapse. Frescoed wall paintings i n situ are
frequently a pallid or invisible remnant of the vibrant colours
once visible. Vesuvius remains an active volcano and capable of
destruction. Unexcavated material is therefore relatively safe,
and recent opinion has turned away from new excavation,
sometimes controversially, towards urgent conservation to halt
deterioration of what we already have, and must preserve for
the future. Much early excavation was poorly recorded and
hastily executed in search of beautiful objects for political
status, display and sale to Grand Tourists, and much
irreplaceable evidence has been subsequently lost to decay,
vandalism and theft.
Earlier centuries were spellbound by the final days of the
doomed towns. Much recent scholarship focuses instead on
building a wider picture of the complex cultural origins and
earlier development of Campanian settlements. New work
constantly increases our knowledge: 2007 produced fragments
of a unique wooden throne with carved ivory reliefs depicting
Bacchus and Attis. Recently too, a fine Amazon head with
painted hair and eyes emerged. A 'Virtual' Archaeological
Museum has opened nearby and the new on-site Antiquarium
opens in late 2009. Perhaps three-quarters of Herculaneum
remains unexcavated: of necessity it must probably await the
unknowable response of future generations.
Christina
Grande is Lecturer i n Classical Archaeology
and
Art at Winchester University, a n d lectures for Birkbeck
College
Faculty of Lifelong Learning
i n Greek a n d R o m a n Art a n d
Architecture
a n d the Classical tradition i n later art.
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THE

R E M B R A N D T R E S E A R C H PROJECT:
AN ASSESSMENT
by A d r i a n

Fig. 1: S e l f - p o r t r a i t , 1 6 2 9 , by R e m b r a n d t H a r m e n s z .
Van Rijn (1606-69). Oil o n canvas, 37.9 x 28.9cm,
M a u r i t s h u i s , The H a g u e . B r i d g e m a n A r t L i b r a r y

L

ast year, 2008, marked the 40th anniversary of the launch
of the Rembrandt Research Project. The original 1968
purpose of the project remains the same: to determine
'which paintings in Rembrandt's style were painted by the
master himself. However the methods and the scholars
involved have changed over the last 40 years.
Since the beginning there had been a rigorous scheme of
placing each work into a category: A, those accepted as being
by Rembrandt; B, uncertain attribution; and C, those definitely
not accepted as being by Rembrandt. Ernst van de Wetering,
Chairman of the Project from 1993, has since shifted the basis.
He argued that this classification had been both too rigorous
and too hasty, and that there should be room for greater
consultation with a range of specialists, and the owners and
curators affected, before publication of the research findings.
Since the 1830s there have been several attempts to list
Rembrandt's oeuvre by connoisseurs who often gave little or
no reason for their decisions. The RRP goes to the opposite
extreme, producing 'a discussion of authorship, date, subject,
style and provenance' which runs to four volumes. Volume I
brought the research up to Rembrandt's departure from Leiden
to Amsterdam in 1631, and the next two volumes followed on
chronologically, taking the work up to 1642. Volume IV
concentrating on the self-portraits, was published in 2005 and
is now more inclusive and the straightforward chronological

Esdaile

F i g . 2 : Self p o r t r a i t as a c o u r t l y s q u i r e , c . 1 6 2 9 , by
R e m b r a n d t Harmensz. Van Rijn (1606-69). Oil on
panel, 3 8 x 31cm, Germanisches Nationalmuseum,
Nuremberg. Bridgeman A r t Library
approach is generally set aside in preference to a thematic
treatment. In his introductory essay, Ernst van de "Wetering
gives a startlingly fresh approach. He writes: 'it is as though
each project was for Rembrandt himself a new challenge. Each
of his works ... gives the impression that Rembrandt was an
exploratory, questing artist, someone who never resorted to
ready-made solutions, but each time rethought the means and
the possibilities available to him'.
Many questions, for example, surround the reasons why
Rembrandt made so many self-portraits and what they meant
to him. Ernst van de Wetering has his own approach, seeing a
very pragmatic answer which is not new but is fully developed
in Volume IV He points out that the 17th-century collectors
increasingly wanted to own images of the artist that were in
the particular manner of that artist. Rembrandt needed to have
examples to hand.
The four volumes serve to indicate the complexity of the
whole issue. The methods used in the project are diverse. Is
the eye of the connoisseur to have precedence? In the earlier
volumes of the Project, this seems to be the case. Should
science hold sway? The RRP has also given considerable
weight to detailed and scientific examination, using
dendochronology, paint sampling, specialized photography and
autoradiography. These methods can help in attribution, but
can also reveal details of working methods and the character of
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the brushstrokes. However, Anthony Bailey wonders how far
autoradiography helps 'compared with the experienced eye of
the scholar armed with a good magnifying glass'. The scientific
approach has certainly revealed a wealth of new insights into
the practice that was followed in Rembrandt's workshop.
Authenticity is anther question.
To produce a definitive account of Rembrandt's oeuvre
demands an examination of his workshop. The medieval system
of guilds still persisted, and so Rembrandt was working within a
framework which was aimed to achieve two main purposes to ensure the training and apprenticeship of young painters and to regulate the production of works either for the open
market or for specific commissions. Part of Rembrandt's income
was derived from the fees that pupils paid and he also sold their
work alongside his own.
The RRP brings out the complexity of the issues arising
from the fusion of teaching and workshop production. For
example, pupils would have had to copy what Rembrandt had
himself prepared and their copies are very convincing. After
all, they had joined the workshop precisely to learn his style of
painting or drawing. Furthermore, competent pupils were used
to complete the less significant parts of the master's major
works. There was also a common practice for a master to lend
his name to works that had been executed by his assistants
following his designs.
The 1992 British Museum exhibition, 'Rembrandt, the
Master and his Workshop, Drawings and Etchings', sought to
make a similar examination of the drawings and etchings. The
catalogue sets side-by-side works by Rembrandt and works by
his pupils and assistants. His drawings are both original and
striking and there is also a wide variety which comes from the
different materials and the different purposes involved. The
difficulty for the RRP lies in the huge body of drawings owned
by separate private collectors and public galleries, making the
process of defining what is authentic hard to achieve.
There is still more work to do by the RRP on the etchings.
The way in which Rembrandt mastered the techniques
involved can only be described as a breakthrough in the
medium, and his work was widely and highly regarded.
Collectors valued different 'states' of an etching. He was seeking
to satisfy a huge demand.
The research, writing, production and translation of the
RRP can only be described as magisterial. No Rembrandt
exhibition catalogue or scholarly work will ever now be
published without copious references to these volumes. It
therefore seems churlish to put forward any reservations. It is
also hard to generalize in a work that covers (so far) four
volumes and 40 years of work. But reservations are important as
the work has a considerable way to go. Neither landscapes nor
history paintings have yet been covered.
The first reservation stems from the way that the Project
has been cornered entirely by the Dutch scholars. Skills centred
in London or New York could have tempered some of the overrigorous decisions. It is the small number of works in the 'B'
classification that has caused the greatest anxiety, especially
among owners and curators. The earlier volumes were
produced by a team; team-work can suppress minority views the group bonds together, compromises are reached, and the

group presses forward and has fewer hesitations and doubts.
A second reservation concerns the fact that the RRP team
members are Rembrandt scholars through and through, and it
comes over that they view Rembrandt as a 'genius' who could
'do little wrong, so faultless a painter that less than perfect
works should not be ascribed to him'. The intensive
examination of the Rembrandt drawings and etchings has
indicated that he was capable of great variety in approach and
subject matter. He was not a painter of fixed habits. So, was
Rembrandt really as consistent as the Project argues? If not,
then the conclusions may not always be watertight.
The third reservation is not really the fault of the Project. By
its very nature the project contributors have not been able to
give equal examination to each work. For some paintings,
scientific examination of the most intense kind has been
possible in laboratory conditions - and for other works all that
has been possible is 'a torch in a dark house in mid-winter'. In
addition, the Project has been running for so many years that in
a number of cases the text must be relying on the memory of
members who last saw the work 25 years previously. It is not
surprising there have been changes to make concerning earlier
decisions. One example is that of the 1629 self-portraits from
The Hague (Fig.1) and Nuremberg (Fig. 2). Both have the same
date - both are roughly the same size - and both show the
same aspect of the face and use the same piece of armour. The
Hague self-portrait was thought in Vol I to be unusual but
authentic, with the Nuremberg self-portrait a copy. The
'Rembrandt by Himself exhibition moved the Nuremberg selfportrait forward as the original, with The Hague version as the
copy. So Vol IV states 'we are now of the opinion that the
Nuremberg version is the original and the Hague version a
copy'. The latter has always been accorded praise and the
catalogue speaks of it as having extraordinary quality. But who
then could have been the artist of such a superb work as The
Hague self-portrait? The painting could be by some other pupil
whose name and other work have never come down to us.
Could it be that Rembrandt painted both? There are also other
examples of Rembrandt painting roughly the same image - the
Munich and Amsterdam self-portraits - both accepted as
authentic, although using different styles.
In conclusion, the RRP has enriched our understanding of
how Rembrandt painted and how he engaged with his art.
Rembrandt studies will never be the same again. My own view
is that the work should continue into the future, building on the
learning process involved so far. Just as things have changed in
almost every respect over the past 40 years, so they will change
over the next 40. There will be new insights, new challenges,
which could be incorporated into an occasional exhibition
with an accompanying catalogue. The aim should be to be
broadly inclusive,ratherthan so severely exclusive, and to draw
together the skills of Rembrandt scholars from all over the
world.
A d r i a n Esdaile is a student of C o n t i n u i n g Education
at
Birkbeck College, London, where he completed his D i p l o m a i n
the History of A r t a n d Architecture
i n 2006. H e is a retired
A n g l i c a n priest a n d a C a n o n Emeritus at the Cathedral
and
Abbey C h u r c h of St A l b a n i n
Hertfordshire.
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BOOK REVIEWS
If the Paintings Could Talk ...

Cave Art

by Michael Wilson

by Jean Clottes

National Gallery Company Ltd
London, 2008, £12.99
ISBN 978 1 85709 425 5 paperback

Phaidon, 2008, £45.00
ISBN 978 07148 4592 0 hardback

T

his is an in-house publication by the National
Gallery, concentrating on the paintings held in the
gallery, some well-known, others not so familiar. It
has a foreword by the ubiquitous Andrew Marr (who
guessed that he was an art connoisseur among his many
other talents?), and is arranged in a rather eccentric
alphabetical sequence, with headings such as 'Bombproof',
'Kingdom Come' and 'Striptease' - an idiosyncratic
sequence designed to throw more light on the paintings
than visitors could gain on a quick tour of the galleries. The
arrangement cannot be used to identify individual works,
but luckily there are indices of artists and paintings at the
end of the book. There are also useful cross-references
throughout.
As Andrew Marr states, the book 'gets you up close and
personal' to individual masterpieces in the gallery. In one
painting by Swabian of a young woman of the Hofer family
the artist has painted a realistic-looking fly on her
headdress, a device designed to fool the eye, and
demonstrate the artist's skill. The author repeats a story told
by Vasari that this device was used by Giotto on a painting
by Cimabue so successfully that on returning Cimabue tried
to brush it off the painting. Under the heading 'Prison Food'
he tells of the artist Gustave Courbet who was imprisoned
for insurrection after the Paris Commune of 1870-1. His
sister Zoe brought him some fruit and flowers in prison,
inspiring him to paint Still Life w i t h Apples a n d a
Pomegranate
after seeing their vivid colours against the
grey prison walls. Under the heading 'Red Monster', Wilson
describes the famous painting C o m b i n g the H a i r (La
Coiffure)
by Edgar Degas, telling us that it may actually be
unfinished, and the violent reds might be an underpainting
over which he would have added more muted tones.
The paintings are finely reproduced in colour, and
scattered throughout the text are b o n mots by artists, poets
and writers, such as Turner's dying words, 'The sun is God',
Monet's credo 'Colour is my day-long obsession, joy and
torment', and Dryden's description of Titian 'To draw true
beauty - shows a master's hand'.
It would have been helpful to have room numbers to
use as a guide around the gallery, but otherwise this is an
amusing and instructive glimpse behind the paintings into
the painter's world.

Ann

Halliday

C

ave art is difficult to define although, as Jean Clottes
remarks in this sumptuous book, it is 'the longest
artistic tradition human kind has ever known'. It
covers vast periods and any chronology imposed on it is
wildly approximate. All that a commentator can do is to
record what has been revealed and remember that at any
moment new finds could upset any theory he or she may
have been unwise enough to formulate.
That happened in 1994 when a group of cavers in the
Ardèche discovered an underground system which is now
known as the Chauvet caves. The 300 or so paintings of lions,
rhinos and bears they found are amazingly accomplished and
were discovered to be around 32,000 years old, which placed
them in the earliest period of Palaeolithic art.
Their discovery, according to Jean Clottes 'led to the
abandoning of earlier theories about the progressive
evolution of art'.
The author's experience has always been at first-hand,
and many years of looking at such images have led him to
speculate on their purpose and origin. His view that they
were shamanistic is plausible, even if some commentators
have disputed the theory, and he is ideally qualified to write
such a book as Cave A r t .
He starts with a short introduction, and then divides the
vast time scale into four sections, starting with BC35,000
andfinishingafter the Ice Age from BC11,000. Each section
comprises a selection of stunning colour photographs with
informative captions.
There is a time line, a glossary and a bibliography which
indicates just how much of the serious study of the subject
is recent. Inevitably, since it is in well-studied Europe that
most of the earliest sites have been discovered and Clottes
has done most of his work there, French and Spanish sites
predominate.
He also includes a list of sites that may be visited but the
most spectacular are closed to all but a very few specialists,
and curators are increasingly conscious of the dangers of
pollution from the breath and body heat of visitors. Clottes
himself ensured the survival of the Chauvet paintings by
closing the caves almost as soon as they were discovered.
Today we must content ourselves with this book of
astonishing images and ponder just how little we know of
the circumstances of their creation.

Jacqueline

Leigh
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ULEMHAS LECTURE PROGRAMME
2009-2010
Monday 5 October

Nigel Saul History i n monuments
a n d the history of
monuments
Nigel Saul is Professor of Medieval History at Royal Holloway College, University of London and he
has published extensively on medieval history and art. His books include Death, art a n d memory
(2001), The three Richards (2005), and this year, English church monuments
i n the Middle Ages:
history a n d
representation.

Wednesday 4 November

Laura Jacobus New light o n Giotto's frescoes i n the A r e n a Chapel, P a d u a .
Dr Laura Jacobus did her BA and PhD at Birkbeck where she now lectures on late medieval and
early Renaissance Italy. She has been working on Giotto's frescoes in the Arena Chapel for nearly
fifteen years, and has recently published a book on the subject, Giotto a n d the A r e n a Chapel: art,
architecture
a n d experience (2008).

Monday 7 December

Gwendolyn Leick Thoughts o n the development
of u r b a n i s m i n
Mesopotamia
Born in Austria, Dr Gwendolyn Leick studied Assyriology and art history at Graz University. She is
Senior Lecturer at Chelsea College of Art and Design. Her publications include Who's Who i n the
Ancient Near East (1999), Sex a n d eroticism i n Mesopotamian
literature
(1994),
Mesopotamia,
the i n v e n t i o n of the city (2001). She was General Editor of The Babylonian
world (2007).

Saturday 30 January

following the AGM which begins at 2pm
Oliver Green Design that moved a metropolis: Frank Pick a n d the art of London
Transport
Dr Oliver Green was the first Curator of the London Transport Museum in 1980; he left in 1989 but
returned in 2001 to oversee its refurbishment. This year he became its first Research Fellow. He has
written extensively on the art and history of London Transport, most recently, with David Bownes,
L o n d o n Transport posters: a century of art a n d design (2008).

Monday 15 February

Barrie Bullen Byzantium
rediscovered
JB Bullen is Professor Emeritus at Reading University where he treats the interface between
literature and the visual arts. His books include The myth of the Renaissance
in
nineteenth-century
writing (1995), The Pre-Raphaelite body: fear a n d desire i n p a i n t i n g , poetry a n d criticism (1998),
Byzantium
rediscovered
(2003), a history of the Byzantine revival, and European
crosscurrents:
British criticism a n d continental
art 1810-1910 (2005).

Monday 8 March

Neil Cox Picasso: h u m a n face
Neil Cox is Professor in the Art History and Theory Department at Essex University. He specializes
in 20th-century French art and has written widely on the subject. His books include C u b i s m (2000),
and he is co-author of A Picasso bestiary (1995) and Marcel D u c h a m p (1999)

All lectures are at the Courtauld Institute, Somerset House, Strand
and, except that on 30 January, are at 6pm. Wine is served after evening lectures.

STUDY DAYS AND OTHER EVENTS
Saturday 28 November 2009
Saturday 6 March 2010
15-22 April 2010
Saturday 24 April 2010

John McNeill The R o a d to Santiago: art a n d architecture
Joachim Strupp The I t a l i a n Renaissance
garden
Study tour of Medieval Burgundy Alexandra Gajewski
Study visit to the Tower of London

along a medieval

A short study tour of Renaissance Rome is projected for Autumn 2010
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