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NOTICEBOARD 
Since the Short Courses we arranged for 2010/2011 proved 
very popular with members we have been encouraged to 
continue and expand the programme for 2011/2012. 
Information and applications for the first two, Caroline Brooke 
on Drawing Practices in Renaissance Italy and German 
Romanticism led by Clare Ford-Wille, were sent out in May. The 
prospectus for the next two, John McNeill on The English Parish 
Church, Part 1 of a two part series, and Richard Williams on 
Dürer and Venice, is enclosed with this Review. Because of the 
enthusiastic reception of the courses last year which entailed 
our moving to larger accommodation within the Art Workers' 
Guild, we have decided to try a new venue for our courses and 
study days at the Bloomsbury Central Baptist Church. The 
Friendship Centre on their Lower Ground Floor is a good flexible 
space which will not necessitate our moving if the number of 
applications is either larger or smaller than we have anticipated. 

We have also decided to move our lecture programme from 
the Courtauld. It is a wonderful venue and we have enjoyed our 
long association with it, but the availability of the Lecture 
Theatre is limited to Mondays and recently room hire charges 
have risen significantly. These factors, combined with VAT at 
20%, have caused us to look elsewhere and our good 
experience at the Art Workers' Guild in Queen Square for our 
courses led us to decide to use that venue for our evening 
lectures. 

In organising its activities, ULEMHAS has always aimed first, 
to break even, and then, to build up a small financial cushion to 
enable it to survive any scheme proving less successful. 
However we are not in the business of making money, and last 
year we decided that we should dispose of some of our surplus 
to support projects in our field that are worthwhile and for which 
a small sum would make a material difference. The Committee 
has approved three donations of £1000 each: to the Courtauld 
Gallery, to reframe a Flemish diptych (see Caroline Campbell's 
article, page 11); to the Corpus of Romanesque Sculpture in 
Britain and Ireland, to replace their computer equipment; and to 
the British Library, to restore a rare but very battered first edition 
of a book of views of Britain by Paul Sandby, dated 1778. These 
modest gifts will enable the picture and the book to go on view 
or be available for consultation and the Corpus to continue its 
valuable work of recording pieces of Romanesque sculpture to 
make the images accessible to all interested parties via its 
website. 

To finish with news that John McNeill has agreed to be a 
Vice-President of ULEMHAS. John was pivotal in establishing 
the society in the 1980s and his work in leading overseas tours 
and courses is known and appreciated by us all. 

The Review Panel would like to thank all our authors for their 
contributions. 
Jacqueline Leigh 

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 Jacqueline Leigh, 56 Thornhill Road, 
London N1 1JY or email her at erewhon@waitrose.com. 

FRONT COVER: Leonardo da Vinci (1452-1519). Portrait of 
Cecilia Gallerani (The Lady with an Ermine), about 1489-90. 
Oil on panel, 54.85 x 40.45 cm. Property of the Czartoryski 
Foundation in Cracow on deposit at the National Museum in 
Cracow. © Princes Czartoryski Foundation 
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LEONARDO DA VINCI: 
PAINTER AT THE COURT OF MILAN 
THE NATIONAL GALLERY, LONDON: 9 NOVEMBER 2011 - 5 FEBRUARY 2012 

Luke Syson and Per Rumberg 

Fig. 1: Leonardo da Vinci. Portrait of a Musician, about 1485-8. 
Oil on panel, 43 x 30 cm. Veneranda Biblioteca Ambrosiana, Pinacoteca, Milan. 

© Veneranda Biblioteca Ambrosiana - Milano/De Agostini Picture Library 

The aim of the exhibition Leonardo da Vinci: Painter at the 
Court of Milan is to take a closer look at Leonardo's 
extraordinary talent, his power of imagination and his 
exceptional technique. The show concentrates on Leonardo's 
career as a court painter in Milan, where, during the 1480s 
and 1490s, he worked for the city's ruler Ludovico Sforza, 
also known as il Moro ('the Moor'). While previous exhibitions 
on Leonardo were mainly devoted to his work as a 
draughtsman, the show at the National Gallery is 
investigating his aims and ambitions as a painter. Leonardo 
da Vinci: Painter at the Court of Milan brings together nearly 
every surviving picture that was painted by Leonardo during 

the period, including the Portrait of a Musician from the 
Biblioteca Ambrosiana in Milan (fig. 1), the Portrait of a 
Woman (La Belle Ferronnière) (fig. 2) from the Louvre in Paris, 
the Portrait of Cecilia Gallerani (The Lady with an Ermine) 
(front cover) from the Czartoryski Museum in Cracow, the 
Saint Jerome from the Vatican Museum, the Madonna Litta 
from the Hermitage in Saint Petersburg, the Duke of 
Buccleuch's Madonna of the Yarnwinder - happily re-instated 
after the notorious theft of 2003 - and The Virgin of the Rocks 
from the Louvre in Paris, shown for the first time next to the 
National Gallery's own, recently restored version painted for 
the same commission (fig. 4). 
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Beatrice d'Este, or possibly of one of Ludovico's mistresses, 
and the exquisite Portrait of Cecilia Gallerani (The Lady with 
an Ermine) (front cover). The latter, painted in 1488-90, has 
been acclaimed as the first truly modern portrait and is 
arguably Leonardo's greatest masterpiece of these years. 
Cecilia, who was still a teenager when she became 
Ludovico's mistress in 1489, was renowned not only for her 
beauty - masterfully conveyed by her twisting pose and 
nuanced expression - but also for her wit and poetry. The 
painting of her portrait allowed Leonardo to demonstrate how 
a painter could capture a beauty that would be lost over time. 
He portrayed Cecilia holding a white ermine, an enigmatic 
attribute that could have been included for a number of 
reasons. It may be a visual pun on Cecilia's surname, the 
Greek for ermine or weasel being galay. At the same time, it 
may allude to her lover, Ludovico Sforza, who had been 
awarded the order of the ermine by the King of Naples and, 
as a result, was also known as l'Ermellino. The ermine also 
appears in the writings of Leonardo, where it is described as 
a traditional symbol of purity and honour. 

While the third room of the exhibition shows the unfinished 
painting of Saint Jerome and a number of Leonardo's 

Fig. 2: Leonardo da Vinci. Portrait of a Woman (La Belle 
Ferronnière), about 1492-4. Oil on wood, 63 x 45 cm. 
Musée du Louvre, Paris © RMN/Franck Raux 

The pictures are accompanied by over fifty of Leonardo's 
drawings (such as fig. 3), as well as some pictures by his 
closest collaborators, most notably Giovanni Ambrogio de 
Predis, Giovanni Antonio Boltraffio and Marco d'Oggiono. 

Leonardo was born in or near the small town of Vinci in 
Tuscany and was trained in Florence in the workshop of 
Andrea del Verrocchio. He moved to Milan in about 1482-83, 
and was soon employed as a court artist for the ruling Sforza 
family. He remained in Milan until just after the city was 
invaded by the French in 1499. He may have visited Venice 
before returning to Florence in 1500. A second period in 
Milan lasted from 1506 until 1513, followed by three years 
based in Rome. In 1517, at the invitation of the King of 
France, Leonardo moved to the Château de Cloux in 
Amboise, where he died in 1519. 

Leonardo's first period in Milan was the making of him -
both as an artist and as a public figure. It was in Milan that 
Leonardo executed his two profoundly different versions of 
The Virgin of the Rocks, as well as the celebrated wall-
painting of The Last Supper. Leonardo also painted a number 
of portraits that were to revolutionise the genre. In the first 
room of the exhibition, the Portrait of a Musician (fig. 1) 
serves as an introduction to the life at court. Leonardo, who 
was a musician himself, was known to design musical 
instruments and to devise settings for courtly entertainments. 
The second room of the exhibition, addressing ideals of 
beauty, juxtaposes two of Leonardo's best known female 
portraits: the highly idealised Portrait of a Woman (La Belle 
Ferronnière) (fig. 2), which may be a portrait of the duchess, 

Fig. 3: Leonardo da Vinci. Sketch of a Youth (Study for the Head of 
Saint James), with Designs for Fortifications about 1492-4. 
Red chalk and pen and ink, 25.2 x 17.2 cm. 
Lent by Her Majesty Queen Elizabeth II 
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Fig. 4: Leonardo da Vinci. The Virgin of the Rocks, about 
1491-1508. Oil on wood, 189.5 x 120 cm. 
© The National Gallery, London 

anatomical drawings, the central room is entirely devoted to 
the commission of The Virgin of the Rocks, juxtaposing the 
two consecutive versions and displaying them next to the 
drawings that can be linked to the development of the 
composition. The last two rooms feature the Madonna Litta 
and works dating from the end of Leonardo's period in Milan 
and the first years upon his return to Florence in 1500, 
including the National Gallery's cartoon of The Virgin and 
Child with Saint Anne and Saint John the Baptist (also known 
as The Burlington House Cartoon) (fig. 5) and the Madonna of 
the Yarnwinder. The course of the exhibition continues in the 
Sunley Room, where the fresco of The Last Supper, painted 
on the walls of the refectory at the monastery of Santa Maria 
delle Grazie in Milan, is represented by a near contemporary, 
full-scale copy by Leonardo's follower Giampietrino from the 
collection of the Royal Academy. The display in the Sunley 
Room includes all surviving drawings by Leonardo that can 
be related to the fresco (fig. 3). 

Among the highlights of the over fifty autograph drawings 
in the exhibition are thirty-three sketches and studies from 
the Royal Collection, generously lent by Her Majesty the 
Queen. The Windsor drawings were originally bound together 
in an album, which was documented as being in Leonardo's 

Fig. 5: Leonardo da Vinci. The Virgin and Child with Saint 
Anne and Saint John the Baptist (The Burlington House 
Cartoon), about 1499-1500. Black chalk and touches of white 
chalk on paper, mounted on canvas, 141.5 x 104.6 cm. 
© The National Gallery, London. Purchased with a special 
grant and contributions from The Art Fund, the Pilgrim Trust, 
and through a public appeal organised by The Art Fund, 1962 

possession when he died in 1519. The album was probably 
acquired by Charles II, but was not rediscovered until the end 
of the eighteenth century during the reign of George III. 
Further works on paper have been contributed by numerous 
collections from the United Kingdom, Europe and abroad. 

The opportunity of seeing these pictures, as well as the 
drawings relating to them, together in one place provides an 
intriguing insight into how the privileges of a court artist 
allowed Leonardo to find new ways of perceiving and 
recording the world around him, continuously moving back 
and forth between the real and the ideal. 

STOP PRESS 
The National Gallery will also be showing a rediscovered 
painting of the Salvator Mundi from a private collection in 
New York. It will be presented as the work of Leonardo, thus 
giving an important opportunity to test this new attribution. 

Leonardo da Vinci: Painter at the Court of Milan is curated by 
Luke Syson, Curator of Italian Paintings before 1500 and 
Head of Research at The National Gallery. Per Rumberg, 
Pidem Curatorial Assistant, is one of the collaborators on the 
exhibition. 
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DANTE GABRIEL ROSSETTI: 
THE ANATOMY OF DESIRE 

J. B. Bullen 

Dante Gabriel Rossetti was one of the most intriguing and 
flamboyant figures in nineteenth-century British art. His 
moody Italian father, Gabriele, and his efficient, half-Italian 
Anglican mother, Frances, brought him up in London with his 
brother and sisters, surrounded by melancholy political exiles 
from abroad. He rebelled by escaping into an imaginative 
world of painting and writing. He founded the Pre-Raphaelite 
Brotherhood as a direct challenge to the values of the Royal 
Academy. He adopted a Bohemian lifestyle that challenged 
his parents. He was swarthy, unkempt and gipsy-like, and he 
defied the morality and manners of the British middle class. 
But his refusal to conform created in him a strong sense of 
alienation. Outwardly warm and demonstrative, he was liked 
by men and adored by women. Inwardly, however, things 
were very different. He inherited his father's depression, was 
paranoid about the damaging effects of criticism, and was 
haunted by guilt often precipitated by his unorthodox way 
of life. 

The remarkable body of Rossetti's work, his painting, 
drawing and poems, are the product of a struggle between 
the world of the flesh and the world of the spirit, between 
desire and conscience, and between the demands of society 
and those of the imagination. As a child that imagination was 
intensely active. He lived in a realm of kings, knights, ghosts, 
and legends. As he matured, instead of turning away from 
these fantasies, they came to mean more and more to him. 
Their simple appeal was deepened and the myths of the 
Middle Ages, the stories of King Arthur, the dramas of 
mythical, legendary or historical figures like Venus, Helen of 
Troy, or Joan of Arc, came to have symbolic meaning for him, 
meaning which pointed to larger issues of human experience. 
The 1850s were dominated by his love of the poetry of Dante 
on the one hand, and his reading of the Morte d'Arthur on the 
other. Around 1856 he provided some of the illustrations for a 
collection of Tennyson's poems and in such beautiful 
vignettes as the ten queens weeping over the dying Arthur for 
The Palace of Art' (fig. 1), he exploited for its maximum erotic 
potential the intense closeness and intimacy of the repeated 
female faces, with their long sensuous hair. 

This imaginative activity controlled not only Rossetti's own 
life, but also the lives of those around him. Again and again 
he persuaded friends and acquaintances to join him in 
ventures of startling audacity. He was the driving force 
behind the Pre-Raphaelite Brotherhood of 1848 and set 
himself up as the charismatic leader of the second generation 
ten years later, a group that included William Morris, Edward 
Burne-Jones and others. His poetry, too, acted as a stimulus 

Fig. 1: Dante Gabriel Rossetti. Illustration for 'The Palace of 
Art', in Alfred Tennyson, Poems. Edward Moxon, London, 1857 

to many writers at the end of the century. In Rossetti they 
found a poet who was not only subtle and original in his 
manipulation of the sonnet and ballad forms, but who offered 
ways of giving expression to issues that were beginning to 
preoccupy the minds of the avant-garde. 

Dominant among those issues was the question of gender 
and sexual desire, for Rossetti, more than any other artist in 
this period, struggled with the contradictions of sexuality. 
When he died in 1882 people knew of him as the painter of 
alluring women and the writer of outspoken, erotic verse. 
The women of the paintings were frequently mythological or 
exotic: Lilith, Monna Vanna, and Fiammetta. With their 
voluptuous red lips, long enervated hands, and soulful, 
yearning expressions they are not so much portraits as 
emblems of desire. Their hypnotic eyes peer from under dark, 
cascading hair. Their bodies are luxurious and languid. Yet his 
work is not a mere gallery of beauties as the poster industry 
sometimes implies. The driving force of his imaginative 
experience was erotic desire, and in this the women of both 
his paintings and his poetry were the means through which 
he expressed that desire. For Rossetti desire encompassed 
many emotions including joy and jealousy, pleasure and pain, 
success and failure. Consequently, women, in all their 
moods, sometimes dominant and assertive, sometimes 
submissive and compliant, became the vehicles for the 
representation of the erotic life. 

In his poetry, too, Rossetti's subject is always women -
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the courtship of women, the love of women, the adoration of 
women, and the loss of women. In his imagination some of 
these women became more important than others. As a 
young man it was Dante's Beatrice who reigned over him, 
later it was Guinevere, Mary Magdalene, and Isolde, but all of 
them were what he called 'dramatis personae of the soul'. In 
both life and art he projected his anxieties, his pleasures, and 
his needs onto women so that Elizabeth Siddal, Fanny 
Cornforth, Jane Morris and others became for him Beatrice, 
Guinevere, and Isolde. But this was a perilous activity filled 
with psychological danger. His passion for Jane Morris, for 
example, changed the course of her life and transformed her 
into a famous icon of Pre-Raphaelite beauty (fig. 2), but his 
treatment of Elizabeth Siddal (fig. 3), though it changed her 
too into a symbol of Pre-Raphaelitism, acted as a catalyst for 
her suicide, and her death haunted him for the rest of his life. 
In the relay between art and life, Rossetti's own life often took 
its cue from art, where imagination took precedence over 
reason, and his obsession with desire took him to ecstatic 
heights and plunged him into the deepest despair. 

Critical writing usually divides Rossetti between the poet 
and the painter. Rarely are the two impulses treated as 
coming from the same source, and so often the connection 
between them is ignored. Yet, the springs of both can be 
found in his struggle and fascination with libidinal forces. 
The erotic was not, of course, his only concern but it was one 
that progressively came to dominate his work, and as his 
style matured the female form became his principal 
expressive medium. 

Fig. 3: Dante Gabriel Rossetti. Elizabeth Siddal, 1855. 
Pen and brown and black ink, 12.1 x 10.8 cm. Ashmolean 
Museum, University of Oxford 

Many of his contemporaries found his exploration of 
desire unacceptable, and on a number of occasions it was 
denounced as pornographic. But his work was what he 
called a 'House of Life'. As one of his most appreciative 
contemporaries, Walter Pater put it: "Rossetti is one of those 
who [is] ... one of Love's lovers" and that love, with "its 
casuistries, its languor sometimes; above all, its sorrows; its 
fortunate or unfortunate collisions with those other great 
matters" was his chief subject. Such a house had in it many 
rooms, each of which Rossetti explored with unprecedented 
frankness and candour. Some of those rooms were sensual, 
others were spiritual, but his mission was to transcend the 
Manichean division that separated flesh and spirit and, 
through the visionary power of art, reconcile what he saw as 
elements fundamental to human experience. 

J. B. Bullen is Professor Emeritus at the University of 
Reading. He has had a long-standing interest in 
interdisciplinary studies and his books include The Expressive 
Eye: Vision and Perception in the Work of Thomas Hardy 
(OUP 1986), The Myth of the Renaissance in Nineteenth-
Century Writing (OUP 1995), and The Pre-Raphaelite Body: 
Fear and Desire in Painting, Poetry and Criticism (OUP 1998). 
In 2003 he published a history of the Byzantine Revival 
entitled Byzantium Rediscovered (Phaidon Press), and in 
2005 European Crosscurrents: British Criticism and 
Continental Art, 1810-1910 with Oxford University Press. His 
book Dante Gabriel Rossetti, Poet and Painter will be 
published by Frances Lincoln in September 2011. 

Fig. 2: Dante Gabriel Rossetti. Perlascura, 1871. Pastel on pale 
green paper, 55.9 x 43.8 cm. Ashmolean Museum, University of 
Oxford 
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SLAVES TO FASHION: 
JAN GOSSAERT A N D RENAISSANCE ART 

Richard Williams 

Fig. 1: Jan Gossaert. 
The Adoration of the 
Kings, c.1510-15. 
Oil on panel, 
177.2 x 161.8 cm. 
© National Gallery, 
London 

Jan Gossaert's Renaissance, the exhibition held recently at 
the National Gallery (23 February-30 May 2011) provides a 
timely opportunity to reflect upon perceptions of the 
Renaissance art of Northern Europe. Active in the Hapsburg-
Burgundian courts of the Netherlands in the early sixteenth 
century, Jan Gossaert (c.1478-1532) belonged to the same 
generation as Michelangelo, Raphael and Leonardo. Like 
them he was a revolutionary figure, travelling to Rome, 
where he responded to the art of the ancient world and that 
of his Italian contemporaries. Yet, whereas these Italian 
artists and their defining works of the High Renaissance 
need no introduction to the general public, the work and the 
very name of Jan Gossaert most definitely do. Asking why 
this might be the case can cast a revealing light on our 
understanding of Renaissance art as a whole. 

Given his pivotal role in the development of Northern 
European art one might expect Gossaert to be a household 
name. He had inherited the tradition of Early Netherlandish 
painting of the fifteenth century that had been pioneered by 
Jan van Eyck and others. This had taken the illusionistic 
depiction of the real world to astonishing new heights, which 
Gossaert expertly followed in paintings such as the 
Adoration of the Kings (fig. 1) by manipulating oil paint to 
describe the surfaces and textures of silks, velvet and furs. 
Throughout the fifteenth century paintings such as this had 
been imported into Italy in large numbers. These profoundly 
altered the course of Italian Renaissance art, which 
abandoned egg tempera for oil paint, and adopted many 
Netherlandish conventions of portraiture, landscape and the 
like. By contrast, the influence of Italian Renaissance art on 
Northern artists at this time had been virtually non-existent. 
It was Gossaert, at the turn of the century, who was one of 
the very first Netherlandish painters to look to Italy and its 
classical inheritance thereby pointing Northern art in new 
directions. 

The unprecedented opportunity Gossaert had to study 
the art of Italy came when he accompanied his aristocratic 
patron, Philip of Burgundy, on a diplomatic mission to Rome 
in 1508-9. In later centuries it would become customary for 
ambitious northern artists to embark on a study trip to Italy, 
but Gossaert was one of the first to do this. His good 
fortune lay not just in being taken on this journey but in 
being taken by a highly educated patron who had a passion 
for the culture of the ancient world. It was at his patron's 
bidding that Gossaert made a series of drawings after the 
great monuments of ancient Rome from the Colosseum to 
celebrated antique sculpture. At the centre of one of these 
sheets of sketches (fig. 2) he has drawn the 'Spinario'; the 
Hellenistic bronze figure of a boy pulling a thorn from his 
foot. Comparing the drawing with the original sculpture that 
is preserved in the Musei Capitolini in Rome, it is clear that 
Gossaert has elongated the limbs and neck together with 
other subtle changes. The result is a boy who looks 
unmistakably Netherlandish in style. We can only speculate 
whether this was a conscious attempt by Gossaert to 
appropriate and lay claim to the classical tradition on behalf 
of Northern art, as claimed by the exhibition organisers, or 
whether he was unconsciously seeing the statue through 
sixteenth-century northern eyes. 

On his return to the Netherlands, Gossaert executed a 
series of ground-breaking works, such as the first painted 
mythological nudes in the Northern tradition. Most of these, 
including Hercules and Deianeira (fig. 3), are likely to have 
been painted for the palaces of Philip of Burgundy who was 
determined to establish a Renaissance court to rival any in 
Italy. Although nude figures had featured in the Early 
Netherlandish tradition, most notably the Adam and Eve in 

Fig. 2: Jan Gossaert. 
Sheet With Studies 
After Antique Sculpture, 
1509 or later. Pen and 
grey/brown ink on 
paper, 26 x 20.2 cm. 
© Leiden University 
Library (PK-T-AW 1041) 
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van Eyck's Ghent Altarpiece, Gossaert's pagan gods and 
goddesses were charged with a highly erotic, if not 
pornographic, quality. Again, the tastes and requirements of 
the patron seem significant in that Philip of Burgundy was a 
notorious womaniser, and unashamedly so, notwithstanding 
his appointment as Bishop of Utrecht. 

The settings for Gossaert's nudes were equally 
revolutionary. The classical architecture and relief sculpture 
resembling ancient Roman sarcophagi in Hercules and 
Deianeira (fig. 3) are undoubtedly the fruits of his studies in 
Rome. Similar classicising backgrounds also came to be 
used in his portraits and religious works. For example, 
classical columns on finely carved bases surround 
Gossaert's Virgin and Child in the version now owned by the 
Prado in Spain (fig. 4). This fairly late work, which is datable 
to c.1527, makes a revealing comparison with the earlier 
and far more traditional Adoration of the Kings (fig. 1), of 
c.1510-15. 

More striking are the figures of the Virgin and Child 
themselves (figs 1 and 4). Mother and baby have become 
animated with a restless, twisting sense of movement. The 
weightier Christ Child stands with his heaviness resting on 
one chubby leg, in a complex contrapposto, or corkscrew
like motion. An even more exaggerated and uncomfortable 
position is given to Hercules and Deianeira (fig. 3) whose 
mere attempt to stand upright would most likely reduce 
them to an undignified heap on the floor. These are 
classicising bodies but ones filtered through contemporary 
Italian art: the Christ Child resembling more an Italian 
Renaissance putto or cherub (fig. 4). Michelangelo is the 
most likely inspiration for the latter, and in particular the 
marble sculpture of the Madonna and Child known today as 
the 'Bruges Madonna'. It was bought in Italy in 1506 by a 
Flemish wool merchant who donated it to the Church of Our 
Lady in Bruges where it still resides. The muscular, twisting 
bodies of Gossaert's classical deities could have been 
inspired by the work of a number of different Italian artists, 
whose approach is perhaps best exemplified by 
Michelangelo's Ignudi, the seated nude figures on the 
Sistine Chapel ceiling. 

Fig. 4: Jan Gossaert. 
Virgin and Child, 
1527-30. 
Oil on panel, 
63 x 50 cm. 
© Museo Nacional 
del Prado, Madrid 

As early as the mid-sixteenth century Gossaert was 
already being highly praised for introducing into the 
Netherlands the art of the classical world as revived by the 
Italian Renaissance. No lesser figure than Giorgio Vasari 
claimed this in the 1568 edition of his enormously influential 
history of the great artists. Subsequent writers in northern 
Europe proudly echoed Vasari's celebration of Gossaert's 
achievement in their own books. So why has this painter's 
reputation diminished to its present near anonymity among 
the public? This lack of awareness seems matched by a lack 
of appeal in Gossaert's work if the anecdotal impression of 
low attendance at the National Gallery's exhibition is correct. 
This is an artist who has currently fallen out of fashion. To a 
modern observer his pictures (especially figs 3 and 4) might 
appear ungainly, awkward, or even ugly. 

In spite of his praise, the legacy of Giorgio Vasari has 
probably done most to undermine Gossaert's later 
reputation. Vasari was notoriously biased towards Italy in his 
account of the great canon of art. Moreover, his biases were 
perpetuated in succeeding centuries and even 
institutionalised by art academies across Europe. These 
helped establish qualities of Italian Renaissance art as the 
highest standard of perfection; in fact the only standard 
against which art ought to be judged. Reading some of the 
more conservative art critics today demonstrates that this 
bias has endured. The differences between Gossaert's art 
and that of his Italian contemporaries are apt to be taken as 
markers of his inferiority. However, Gossaert set himself a 
highly ambitious goal, to reinvigorate the tradition of van 
Eyck by introducing new classical themes and influences 
from Italy. Trying to combine two such very different artistic 
traditions might lead to impressions of awkwardness, but 
without Gossaert the later synthesis achieved by Rubens in 
the seventeenth century would be unthinkable. Gossaert 
might have moved from a leader to a victim of fashion, but 
as always, fashions change. 

Richard Williams received his doctorate from the Courtauld 
Institute, followed by a post-doctoral fellowship at The Paul 
Mellon Centre (Yale University). He is Associate Lecturer in 
art history at Birkbeck College, and a specialist in Northern 
Renaissance art. 

Fig. 3: Jan Gossaert. 
Hercules and 
Deianeira, 1517. 
Oil on panel, 
36.8 x 26.8 cm. 
© The Barber 
Institute of Fine 
Arts, The University 
of Birmingham 
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CHANGES AT THE 
COURTAULD GALLERY 

Caroline Campbell 

In 1990, The Courtauld Gallery and Institute moved into the 
Strand Block of William Chambers's sublime Somerset 
House. In a very pleasing twist of fate the rooms designated 
for the Gallery included those which originally housed the 
Royal Academy, prior to its 1837 move to the National 
Gallery (and thence to Burlington House on Piccadilly). 

We have now entered the third decade of The Courtauld's 
occupancy of Somerset House, and, several million visitors 
later, Chambers's eighteenth-century rooms are badly 
showing signs of loving wear. The Gallery is now in the midst 
of a refurbishment and re-presentation of its display areas. 
This spring, we refurbished the 'Fine Rooms', the beautiful 
spaces on the first floor which were designated for the 
council and meeting rooms of the Royal Society, the Society 
of Antiquaries, and the Royal Academy, including the latter's 
cast gallery. The second floor rooms, where we house our 
twentieth-century collections and our temporary exhibitions, 
remain the same: but watch this space for future 
developments. 

Apart from being repainted, the galleries are presently 
being relit (within the constraints of a Grade I listed building), 
enabling visitors to enjoy not only the masterpieces of our 
collection, but further to appreciate Chambers's grand 
spaces, with fine decorative elements including the fireplaces 
by Joseph Wilton, delicate plaster ceilings by Thomas 
Collins, and ceiling paintings by Cipriani and Biagio Rebecca 
(see fig. 1 for some of this work in progress). Our intention is 
that the rooms will feel lighter, and also that they will not 
appear so resolutely as 'heritage' spaces. New gallery 
benches, commissioned from the Wiltshire furniture designer 
Matthew Burt, will contribute to this impression. 

For visitors, the most important part of this project will be 
the total rehang and reinterpretation of our pre-1900 
paintings, decorative arts and sculpture. In 2003, the 
decision was taken to hang the galleries by collection. 

Thus, visitors encountered the Courtauld as 'a collection of 
collections'. Not only were they able to see masterpieces like 
Cranach's Adam and Eve and the greatest group of 
Cézannes in a British public collection, they were also 
encouraged to understand the circumstances by which these 
and other works had been assembled by the benefactors 
who had given them to the Courtauld, including Samuel 
Courtauld, Lord Lee of Fareham and Count Antoine Seilern. 

Fig. 1: Photograph of work in progress in the Fine Rooms, 
April 2011. ©The Courtauld Gallery 

Fig. 2: Henri de Toulouse-Lautrec. Jane Avril at the Entrance 
to the Moulin Rouge, putting on her Gloves, 1892. Pastel and 
oil on millboard, laid on panel, 102 x 55.1 cm. London, Samuel 
Courtauld Trust: The Courtauld Gallery 
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Fig. 3: Domenico Fetti. Vertumnus and Pomona, 1621-23. Oil on copper, 
18.7 x 25.7 cm. London, Samuel Courtauld Trust: The Courtauld Gallery 

This is an approach found more commonly in American 
museums, and interesting as this is (and rather unusual in a 
British context), we felt that it was time for a change. When 
the first floor galleries reopened in June, visitors found that a 
broad chronological framework had been re-imposed upon 
the collection. A room of fifteenth- and sixteenth-century 
Italian art (including the great Morelli-Nerli cassoni, and 
Botticelli's only altarpiece in a British collection) is followed 
by Rubens, with a particular emphasis placed upon 
Rubens's antecedents, and his connections with Italy. 
Tiepolo, Goya, Reynolds and Gainsborough are the 
highlights of the eighteenth-century room. 

On leaving the eighteenth century, visitors will discover a 
small room devoted to Cézanne; leading into an exploration 
of modernity in nineteenth-century Paris, centred on Manet's 
Bar at the Folies-Bergère and Renoir's La Loge. The final 
gallery on the first floor looks at Post-Impressionism, 

Fig. 4: Bruges, Virgin and Child with a Donor, c. 1490-1500. 
Diptych, oil on panel, 37.2 x 27.2 cm (left panel); 37.1 x 26.9 cm 
(right panel). London, Samuel Courtauld Trust: The Courtauld 
Gallery 

juxtaposing van Gogh's Self-Portrait 
with Bandaged Ear and Gauguin's 
Nevermore, and including a new 
long-term loan into the collection, 
Picasso's Child with a Dove. Climbing 
the stairs brings one into French 
landscapes of the late nineteenth 
century, a good point from which to 
examine the Fauves and the 
twentieth-century collections on the 
second floor. 

We are intending to change our 
hangs more regularly and 
programmatically than has previously 
been the case, enabling the display 
of pictures which are currently in 
store, and also to make more 
interventions into the permanent 
collection. This will complement our 
programme of small-scale but 
ambitious exhibitions, which are 
devised around an object or a group 
of related works in our possession 
(such as Toulouse-Lautrec and Jane 

Avril which runs from 16 June to 18 September this year, 
(fig. 2). Our large collection of small-scale paintings has 
been particularly ill-served by the present hang. The addition 
of several cases for the display of oil sketches, particularly 
our extraordinarily strong group of preparatory works by 
Rubens, and jewel-like pictures including Fetti's Vertumnus 
and Pomona (fig. 3) will solve this problem. These cases will 
also enable us to show changing selections of drawings and 
prints in the context of our paintings. Although our Prints 
and Drawings Study Room is open regularly to the public, 
this will give this astonishing collection greater visibility in 
the gallery. 

In the autumn, we will turn our attention to the ground 
floor of the Gallery, and the Medieval and Renaissance room 
will undergo a much-needed revamp. I am delighted to 
acknowledge the generous help of ULEMHAS members 
towards this project, in the shape of a new frame which has 
been commissioned from Timothy Newbery for a diptych 
made in Bruges by a follower of Memling in the last decade 
of the fifteenth century. We have been unable to exhibit this 
picture (fig. 4) in its current frame. Thanks to your generosity, 
it will make an important addition to this room, where it will 
be displayed near the Portrait of a Man by a member of 
Rogier van der Weyden's workshop, and the Master of 
Flemalle's incomparable Seilern Triptych. I greatly look 
forward to showing 'your' frame to ULEMHAS members in 
due course. 

Dr Caroline Campbell is Schroder Foundation Curator of 
Paintings at The Courtauld Gallery. 

For information about visiting The Courtauld, and the Prints 
and Drawings Study Room, please see www.courtauld.ac.uk/gallery/index.shtml. 

http://www.courtauld.ac.uk/gallery/index.shtml
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THE CHAPEL OF THE HOLY 
CROSS AT VÉZELAY 

Alexandra Gajewski 

Fig. 1: Vézelay, seen from the west (Alexandra Gajewski) 

Few of the visitors coming to Vézelay in north-eastern 
Burgundy know of the small chapel known as La Cordelle, 
situated away from the bustling roads winding up the hill of 
the small town to the Benedictine abbey church of La 
Madeleine, situated at the top of a rocky outcrop above the 
river Cure, and most famous for its twelfth-century sculpture 
(fig. 1). To visit La Cordelle it is necessary to leave the city 
walls by the northern Porte Sainte-Croix and take the path 
leading to neighbouring Asquins. Descending about 200 

Fig. 2: La Cordelle, seen from the south-east (Stuart Harrison) 

metres down the hill, a small monastic complex, today home 
to a Franciscan community, is situated at a crossroads, (fig. 
2). Entering through a porch on the north side, the visitor 
passes the ruins of a larger church, now a quiet courtyard, 
before accessing the chapel. The peaceful charm of the site 
belies the fact that the chapel commemorates one of the 
most momentous events in the history of the Middle Ages. 

Most historians would agree that Easter Sunday, 
31 March 1146, was a day that changed the course of the 
history of medieval Europe and the Latin East. On this day, 
Abbot Bernard of Clairvaux (1090-1153) preached outside 
the Benedictine abbey of Vézelay to an illustrious assembly 
consisting of King Louis VII (1120-1180), his wife Eleanor of 
Aquitaine (1122-1204), the princes and barons of the realm, 
the high clergy and a crowd of people. The event was staged 
in order to launch a new crusade to the Holy Land where 
Edessa had been taken by the Ataberg Turks under Zengi on 
24 December 1144, and other Christian possessions were 
believed under threat. To accommodate the crowds, a 
tribune had been constructed on the north side of the hill, 
outside the ramparts of the town of Vézelay, on the road 
leading to the village of Asquins1. Bernard's late nineteenth-
century biographer, Elphège Vacandard, represented the 
Easter convocation at Vézelay as an event of quasi-
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nationalistic significance which united the king, the church, 
and the people. Here is how he described the crucial 
moment, just before Bernard's speech: "Le roi traversa 
l'assistance avec Saint Bernard et parut a ses côtés sur la 
tribune, la poitrine déjà orné d'une croix précieuse que le 
pape lui avait envoyé." 

Bernard's speech is said to have made a strong and 
immediate impression on his audience, who flocked to join 
the armed pilgrimage. Odo of Deuil, a monk from Saint-
Denis who was to become Louis VII's chaplain during the 
crusade, reports that they soon ran out of crosses to 
distribute, and Bernard was forced to rip his tunic into 
pieces to supply more. Slightly later, Bernard himself wrote 
to Pope Eugenius (r. 1145-1153) describing the effect his 
speech had made: towns and castles were emptied and 
women were widowed while their husbands were still alive. 

To commemorate the event, a small church, dedicated to 
the Holy Cross, was built. The Historia Gloriosi Regis 
Ludovici VII, from the early 1170s, recounts that Abbot Pons 
of Vézelay (d. 1161) built the church on the northern slope of 
the hill, between Vézelay and Asnières, close to where the 
tribune for the assembly had been erected in reverence to 
the Cross which the king and his associates had taken on 
that occasion. The construction was also reported in a 
chronicle from the monastery of Saint-Columba at Sens, 
whose abbot had taken the cross at Easter 1146 and had 
died on the crusade. The chronicler, describing one of the 
many miracles said to have happened at Vézelay, said that 
the king ordered the building of the church after being 
miraculously saved from death when the tribune collapsed. 
The exact date of the construction is unknown. Abbot 
Pons's death in 1161 suggests that the chapel must have 
been started before that date. But it is likely that it was built 
much earlier and soon after March 1146, when the initial 
enthusiasm for the crusade was still alive. 

Fig. 3: La Cordelle, former chapel of the Holy Cross, plan (from 
Victor Petit, Villages et Campagnes du Département de l'Yonne, 
Auxerre, 1870, p. 277) 

Fig. 4: La Cordelle, former chapel of the Holy Cross, view to 
east (Stuart Harrison) 

Undoubtedly, this church of the Holy Cross can be 
identified with the existing chapel known as La Cordelle. It is 
of simple plan (fig. 3): an almost square nave opens onto a 
square, eastern apse. Yet, the interior does not lack in 
elegance: tall and slender, monolithic columns support the 
blind arcading on the eastern and western walls from which 
a broken barrel vault springs (fig. 4). There are different types 
of acanthus and sculpted capitals (fig. 5). Several of the 
smaller capitals are decorated with flat leaves. Congés -
small, half-moon shaped decorations - sit at the springing 
point of arches where they provide a small cushion for the 
roll moulding. The nave is illuminated by a triplet window in 
the upper part of the northern wall. The entrance to the 
eastern apse is flanked by pilasters with single flutings. The 
apse itself is covered with a four-part vault consisting of 
tightly bunched, triple roll ribs. 

The construction of Sainte-Croix was managed by a 
team from the abbey church which seems to have been 
composed of a creative but motley crew of masons. Some 
of these first worked on the cloister, or perhaps they may 
have reused pre-carved material there (fig. 6), and others 
built the rib-vaulted bays in the upper narthex identified as 
the chapel of Saint-Michel. Some of the team went on to 
construct the chapterhouse. In all these cases the masons 
exploited the small-scale nature of the buildings where the 
detailed sculpture of capitals and keystones and the 
sumptuous moulding profiles of the ribs could be seen and 
appreciated. 
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Fig. 5: La Cordelle, former chapel of the Holy Cross, capital 
from western side of the nave (Stuart Harrison) 

Perhaps the catastrophic failure of the second crusade 
lessened the importance of the chapel as a place to 
commemorate Bernard's rousing sermon. According to 
tradition, in 1217, the monks of Vézelay granted the chapel 
to two Franciscans, Brother Pacificus and Brother Louis, who 
established the first community in the place, from that 
moment on called La Cordelle. Initially, the Franciscans used 
the chapel as their church, before adding a larger church to 
the south side of the chapel, which in its foundations 
probably corresponds to the ruined church now on the same 
site. According to the Franciscan chronicler, Salimbene de 
Adam (1221-1290), who witnessed King Louis' IX (1214-
1270) visit to La Cordelle in 1248, the king prayed at the altar 
in the main church, while his brother Charles of Anjou (1226-
1285) made numerous genuflexions at the altar that was in 
the side aisle of the church, undoubtedly the former chapel 
of the Holy Cross. The chapel continued to be occupied by 
Franciscans until it was sold as Bien national in 1791. A new 
community was established in the complex in 1949. 
Generously, the brothers keep the chapel open for the 
burghers of Vézelay and those occasional visitors who find 
their way to the chapel. 

Dr Alexandra Gajewski, FSA, is an architectural historian 
specialising in French architecture of the twelfth to fourteenth 
centuries. She took a PhD in Gothic architecture in Northern 
Burgundy at the Courtauld Institute, and has taught at the 
University of London, the University of Michigan at Ann Arbor 
and the Courtauld Institute. 

Fig. 6: Vézelay, La Madeleine, capital from cloister, now in 
Musée de l'Oeuvre Viollet-le-Duc (Alexandra Gajewski) 

1 The chronicle of St Columba at Sens speaks of a 'machina 
vera lignea' which, as we will see, collapsed under the 
crowd (Recueil des Historiens des Gaules et de la France 
(from now abbreviated RHGF], XII, p.288). The location is 
given by the Historia Gloriosi Regis Ludovici VII as 'inter 
Escuanum et Vizeliacum' {RHGF, XII, p.126), and 'in latere 
ipsius montis Vizeliacensis' (RHGF, XII, p.120). 

2 Elphège Vacandard, Vie de Saint Bernard, abbé de 
Clairvaux, vol. 2, Paris 1895, p.269. 'The king passed 
through the audience with Saint Bernard and appeared at 
his side on the tribune, a precious cross, sent to him by 
the pope, already decorated his chest.' 

3 Odo of Deuil, De profectione Ludovici VII in orientem, ed. 
Virginia G. Berry, New York, 1948, p. 9. 

Bernard, Epist., Sancti Bernardi Opera, ed. Jean Leclercq 
and Henri Rochais, vol. 8, no. 247, dated May 1146. 

RHGF, XII, p. 126. To "take the cross" means to commit to 
a crusade. 

6 RHGF, XII, p. 288. 

See also Neil Stratford and Lydwine Saulnier, La sculpture 
oubliée de Vézelay: Catalogue du Musée Lapidaire, 
Genève,1984, pp. 6-7. 

8 Denis Cailleaux, "L'église franciscaine de La Cordelle à 
Vézelay", Bulletin du centre d'études médiévales 
d'Auxerre, BUCEMA, 7 | 2003, on line, accessed 11 May 
2011. URL : http://cem.revues.org/index3452.html 

9 Cailleaux, op. cit. 

http://cem.revues.org/index3452.html
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BOOK LIST 
A selection of recent titles which should interest members 

The Primacy of Drawing: Histories of Theory and Practice 
Deanna Petherbridge 
Yale University Press 2010 £45 
A subtle and informative survey of art history, introducing hundreds 
of studio practices and abreast of the latest scholarly research; it 
calls for a better conceived drawing practice that does not support 
Coldstream and Uglow's 'drawing by measurement' methodology. 
With its superb reproductions and profound vision of the subject, it 
is a unique and pleasurable resource. Elizabeth Lowry-Corry 

Art: The Whole Story 
Edited by Stephen Farthing 
Thames and Hudson 2010 
More than 1,100 colour illustrations £19.95 
A very large and crowded handbook of the world's iconic images 
from painting and sculpture to conceptual and performing art. 
Richard Cork introduces the six sections (by 40 contributors) from 
prehistory to today. Inevitably sketchy, nevertheless a mine of well-
illustrated information. Elizabeth Lowry-Corry 

Romantic Moderns: English Writers, Artists and the 
Imagination from Virginia Woolf to John Piper 
Alexandra Harris 
Thames and Hudson 2010 £19.95 Hardback 320 pp. 
79 illustrations, 48 in colour 
The work of writers, painters, gardeners, architects, critics and 
composers during the inter-war period is featured. Artists included 
are Roger Fry, Eric Ravilious, John Piper and Paul Nash. 
Rosemary Clarke 

Lost Victorian Britain: How the Twentieth Century Destroyed the 
Nineteenth Century's Architectural Masterpieces 
Gavin Stamp 
Aurum, 2010 Hardback, 187 pp. ill. £25.00 
The book is organised in terms of categories of building: Iron and 
Glass; Railways; Hotels and Buildings for Pleasure; Commerce; 
Industrial; Places of Worship; Public Buildings; Public and Private 
Institutions; Domestic Architecture; Country Houses. 
Rosemary Clarke 

The Temple Church in London: History, Architecture, Art 
Edited by Robin Griffith-Jones and David Park 
Boydell Press 2010 12 colour plates, 109 b/w illus 
Hardback £40 
The papers of the Courtauld-Temple Conference 2008, presented 
by the Master of the Temple and seven distinguished historians and 
art historians, provide the first scholarly study of one of the most 
important medieval buildings to survive in London. Anne Scott 

Mirror of the World: A New History of Art 
Julian Bell 
Thames and Hudson 2007, paperback 2010 
372 illustrations, 267 in colour £18.95 
This is a beautiful book that traces the complicated story 
chronologically, in narrative form, shifting from country to country 
and seeing art history as a frame in which world history is reflected. 
Elizabeth Lowry-Corry 

Destination Art: Land Art; Site-specific Art; Sculpture Parks 
Amy Dempsey 
Thames and Hudson 2011. Paperback 288pp; over 400 illustrations 
£16.95 
A chronological survey of the world's most important large-scale and 
public works of twentieth- and twenty-first century art. The book 
features more than two hundred destinations, including a detailed look 
at fifty-four key sites with accounts of their histories and numerous 
spectacular photographs. Artists included are Henri Matisse, Antoni 
Gaudí, Constantin Brancusi, James Turrell, Richard Serra, Robert 
Smithson, Antony Gormley and Olafur Eliasson. Rosemary Clarke 

The Art of Anglo-Saxon England 
Catherine E. Karkov 
Boydell Press 2011 (Boydell Studies in Medieval Art and Architecture) 
Hardback, 336pp, 12 colour, 82 b/w illus. £45.00 
A wide-ranging and richly illustrated survey of the art produced in 
England, or by English artists, between c.600 and c.1100, in a variety of 
media: manuscripts, stone and wooden sculpture, ivory carving, 
textiles, and architecture. The author suggests that the objects are 
works of art with an aesthetic and an emotional value, rather than 
simply passive historical or archaeological objects. Rosemary Clarke 

Marking the Hours: English People and Their Prayers 1240-1570 
Eamon Duffy 
Yale University Press 2011 (2006) xiv, 201 pp, bib., illus all col. £16.99 
rrp (£13.99 at Waterstones) 
There are around 800 English manuscript books of hours surviving in 
the world and, in this lavishly illustrated paperback of his 2002 Riddell 
lectures, Eamon Duffy has gone beyond their frequently ravishing 
scripts and illuminations to examine annotations and marginal doodles. 
We discover who owned them, how they used them and the part they 
played in their lives. Jacqueline Leigh 

Caravaggio: A Life Sacred and Profane 
Andrew Graham-Dixon 
Allen Lane 2010 £30 (but do try Amazon for a good deal) 
544 pages (includes maps, comprehensive Endnotes and suggestions 
for further reading; not including the examples of art works which are 
placed throughout the book grouped in 5 sections of 4 pages each) 
In this comprehensive book, Andrew Graham-Dixon writes in detail, not 
only of the life and art of Caravaggio, but also of the influences that the 
society of the time had on this life. It is well written and skilfully divided 
into sections so that it can be dipped into or read at length as time 
allows. A pleasure to read and own. Robin Rhind 

The Hare with Amber Eyes: A Hidden Inheritance 
Edmund de Waal 
Chatto & Windus 2010 354p, illus b/w £8.99 Paperback 
This is an account of how a collection of 264 netsuke, acquired in Paris 
by the author's great grandfather's cousin during the craze for 
japonisme in the 1870s, came down to him. He himself is one of 
England's finest ceramic artists, but he is also a member of a famously 
wealthy Jewish family and tells us how Jews, even the richest ones, 
fared in the culture and society of 19th and 20th century Europe. The 
gentler coda from Japan and Odessa follows a chilling account of the 
Anschluss in Vienna. Jacqueline Leigh 
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ULEMHAS PROGRAMME 2011-2012 

LECTURES 
Monday 10 October Eric Fernie Building in stone at the boundaries of the Latin Church, with special reference to 

the lands between the Baltic Sea and the Adriatic 
Professor Eric Fernie was Director of the Courtauld Institute from 1995-2003 and President of 
the Society of Antiquaries of London from 2004-2007. He is a fellow of the British Academy, 
Royal Society of Edinburgh, and Society of Antiquaries of Scotland. His publications include 
books on Anglo-Saxon and Norman architecture, Norwich Cathedral and art history and its 
methods. 

Wednesday 9 November Sarah Brown Conserving the heavenly Jerusalem: John Thornton's great east window of 
York Minster 
Sarah Brown became Director of the York Glaziers Trust after many years with the Royal 
Commission on Historical Monuments and English Heritage. She combines this post with her 
role as lecturer in History of Art and Course Director of the MA in Stained Glass Conservation 
and Heritage Management in the University of York. She is chairman of the British Corpus 
Vitrearum Medii Aevi and has published widely on historic stained glass. 

Tuesday 6 December Leslie Webster The Staffordshire Hoard: art, wealth and power in seventh-century England 
Leslie Webster worked at the British Museum from 1964-2007, ending up as Keeper (Head) of 
the Department of Prehistory and Europe. She co-curated four major Anglo-Saxon and Early 
Medieval exhibitions during that time. She is currently on the Research Advisory Panel for the 
Staffordshire Hoard Project. She has edited several monographs and published many articles 
on Anglo-Saxon art and archaeology. 

Saturday 28 January following the AGM which begins at 2pm 
Andrew Spira The material culture of the 18th century and the making of personal identity 
Dr Andrew Spira is a Course Director at Christie's Education. He published a book on the 
relationship between Russian icons and Russian avant-garde art in 2008 and is currently 
completing a book on the material culture of personal identity, from the Middle Ages until the 
present day. 

Wednesday 8 February Jennifer Scott Tudor royal portraits: image and impact 
Jennifer Scott worked at National Museums Liverpool and the National Gallery London before 
joining the Royal Collection in January 2004, where she is Curator of Paintings. She has curated 
several exhibitions and is co-author of the related catalogues. Her most recent publication is 
The Royal Portrait: Image and Impact. 

Monday 12 March Diane Silverthorne Fin-de-siècle Vienna and the birth of Modernism 
Dr Diane Silverthorne graduated from Birkbeck with a first-class degree in History of Art and 
was awarded her PhD by the Royal College of Art in 2010. Her research was part of the AHRC-
sponsored project, 'The Viennese café and fin-de-siècle culture'. Her research interests include 
art, music and Modernism and she has published on these topics. She lectures widely on art 
and design in the modern period. 

All lectures are at the Art Workers' Guild, 6 Queen Square, Bloomsbury 
and, except that on 28 January, are at 6pm. Wine is served after evening lectures. 

OTHER EVENTS 
Saturday 15 October 2011 Study visit to Oxford - medieval architecture and stained glass, with Anna Eavis (Repeat of 

March 2011 visit) 
Saturday 26 November 2011 Islamic arts from Spain: 8th to 21st centuries Dr Mariam Rosser-Owen 
Saturday 24 March 2012 The Westminster Retable and its European context Dr Michael Michael 
17-24 April 2012 Study tour of Montpellier and the Hérault Dr Alexandra Gajewski 
Saturday 28 April 2012 Study visit: The Medieval Parish Church in Oxfordshire John McNeill 
Autumn and Spring terms Four short courses will be run. Details are on Page 2. 

Design & Layout by Fredd Design - www.fredd.co.uk 
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