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Director’s Note
Amongst our many and varied research events this autumn, one enjoys a 
particular resonance for me. On 5 November, we are hosting a scholarly 
workshop to accompany the forthcoming Sir John Soane’s Museum 
exhibition, Hogarth: Place and Progress. Our workshop, which is entitled 
Hogarth’s Moral Geography, will feature a combination of established 
and emerging art historians, and will, we hope, offer an original set of 
perspectives on Hogarth’s work and career. 

That’s a difficult challenge, in the case of someone who, with the 
exception of Turner, is probably the most written-about figure in the 
history of British art. But the astonishing complexity and inventiveness of 
Hogarth’s practice, together with the continually shifting preoccupations 
of art history as a discipline, means that his imagery always remains open 
to new interpretation and contexualisation. 

I certainly felt this was the case when, more than twenty years ago, I 
presented a paper on the artist at a similar event at the PMC. That event, 
in November 1997, was a day-long conference, entitled William Hogarth 
and his Times, organised to commemorate the tercentenary of the artist’s 
birth. Then, amongst a distinguished gathering of speakers that included 
David Bindman, Patricia Crown, James Heffernan, Sheila O’Connell, 
Ronald Paulson, Robin Simon, and David Solkin, I felt very much like the 
new kid on the block. Nevertheless, I was also thrilled to present what 
I hoped might be some original thoughts on the relationship between 
Hogarth’s art and the wider visual culture of eighteenth-century London.

At our forthcoming event, the shoe will certainly be on the other 
foot. Though I will be delighted to offer a few observations of my own, 
informed by the substantial period I once spent pursuing research on the 
artist, I will be far more excited to hear the ideas and arguments of the 
less established Hogarth scholars who will be amongst us in November. 
New voices like theirs are essential to ensure that the artist’s work is 
brought into stimulating dialogue with the most up-to-date developments 
in our thinking about the history of art, and about British art in particular.

At the same time, the forthcoming workshop also offers a welcome 
opportunity to celebrate the remarkable body of scholarship on the artist 
that has been generated by David Bindman, the curator of Hogarth: Place 
and Progress, and the person with whom we have been collaborating 
most closely in organising our event. As I mentioned, David was one of 
the participants in that earlier Hogarth gathering at the PMC, twenty-two 
years ago. The fact that he has taken such a leading role in organising its 
successor, together with the exhibition it accompanies, is a testament to 
his intellectual vitality and his continued willingness to look at Hogarth’s 
work afresh. It has been a pleasure to work alongside him once again. 
 
Mark Hallett 
Director of Studies

William Hogarth, A Rake’s Progress IV: The Arrest, 1734, 
oil on canvas. © Sir John Soane’s Museum
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Sarah Victoria Turner, Deputy Director for Research, writes about a new 
display of modernist British art periodicals and books, on public view in 

the Drawing Room at the Paul Mellon Centre until 17 January 2020. 

Modern 
Art 
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&
Publishing 

J 
uxtapositions can halt us in our tracks. When placed in close 
proximity, images or words that were once strangers perform a 
kind of alchemical transformation. The result is often to make 
us look at, or think about, them again or somehow differently. 

In the eighth and final issue of the journal Axis, published in the winter 
of 1937, an eighteenth-century engraving of Silbury Hill in Wiltshire by 
the antiquarian William Stukeley, an aerial photograph of the same site 
taken sometime in the 1930s by the archaeologist O. G. S. Crawford, 
and an abstract painting by the Catalan painter Joan Miró sit together 
on a double-page spread. It is a visually arresting combination, bringing 
together ancient and modern, monochrome and colour, working across 
media and geographies. The aerial views of the bulbous mounds of 
Wiltshire’s earthworks magically become abstract forms when sat next to 
Miró’s painted shapes. The bright blues, reds, and whites of the painting 
pop even more dramatically from the page when combined with the 
subtle variations of the photograph and engraving. 

This combination of images was put together by the artist John Piper 
to illustrate his article ‘Prehistory from the Air’. For Piper, the act of flying 
rendered the landscape abstract: ‘Flying (whether we do it ourselves or 

John Piper, “Prehistory from the Air”, AXIS: A Quarterly Review of Contemporary “Abstract” 
Painting & Sculpture (London: Myfanwy Evans, 1935-1937), No. 8, Early Winter 1937.
Opposite: The Arts (London: Lund Humphies & Co., 1946-1947), No. 1, 1946.  
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Cover of Herbert Read (ed.), Unit 1: The Modern Movement in English Architecture, Painting and Sculpture (London: Cassell, 1934);
Cover of E.L.T. Mesens, London Bulletin (London: Gallery, 1938–1940), No. 18–20, June 1940;

Cover of The Arts (London: Lund Humphies & Co., 1946-1947), No. 2, 1947.  

Cover of A.E., Dark Weeping A.E.: Designs by Paul Nash (London: Faber & Faber, 1929);
Cover of AXIS: A Quarterly Review of Contemporary “Abstract” Painting & Sculpture (London: 
Myfanwy Evans, 1935–1937), No. 6, Summer 1936.

not)’, reads the first sentence of the article, ‘has changed our sense of 
space and forms and vistas enormously. From the air, hills flatten out and 
towns are seen at a glance in the sense or nonsense of their planning.’ 
The article meditates on the way new technologies of travel, such as 
flight, had radically altered the perception of space and the way in which 
ancient forms were being perceived. This fascination was fuelled by the 
work of Crawford, a friend of Piper, and these images allowed Piper to see 
landscape afresh. The ancient became new and the new became ancient. 
This aerial view flattened the landscape but also removed the horizon line, 
and the vanishing point vanished. These new views were liberating, but 
also foreboding. Photographs of aerial reconnaissance and bombardment 
were prevalent in 1937 when German planes flew over Guernica and 
dropped bombs with such devastating effect, so Piper was well aware of 
the destructive potential of flying as well as its possibilities. 

In the late 1930s, the axes of art, politics, and society were shifting 
dramatically. These conflicts, this sense of awe, this tension are what make 
this double-page spread so beguiling. Axis, the periodical that published 
Piper’s article, is full of such surprising combinations, presumably 
orchestrated by its editor Myfanwy Evans. The issues of Axis published in 
a short but intense period between 1935 and 1937, although slim, are rich 
in their variety of content, bringing together contemporary art and ideas 

by British and European artists and writers. This magazine will feature in 
the new display in our drawing room in Bedford Square this autumn and 
winter (23 September 2019 – 17 January 2020), which brings together 
highlights from the Peter & Renate Nahum Gift, a very large collection of 
books and periodicals donated to the Centre in December 2012. This was 
transformative for the Centre’s library collection, considerably enhancing 
our holdings on twentieth-century British art. The donation comprises 
thousands of books, exhibition catalogues, and journals. The display, 
Modern Art and Publishing between 1935 and 1955: The Peter & Renate 
Nahum Gift, focuses on publications from the collection which were 
crucial to circulating knowledge and ideas about modern art in Britain 
from the 1930s through to the 1950s. 

On display are some of the most significant modernist periodicals 
and publications of this period – Unit One, Axis, and The London Bulletin. 
These publications did not go about their work quietly, but often used 
surprising and striking combinations of typography, images, and colour 
to make their intended audiences take notice. They volubly championed 
the work of contemporary British artists such as Barbara Hepworth, Paul 
Nash, and Henry Moore, but also reproduced images by artists from 
across the globe. Through the publications, we can track how groups of 
artists, critics, writers, publishers, and booksellers worked collaboratively, 
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William Gibson, Lillian Browse, Barbara Hepworth: Sculptress (London: Faber and Faber Limited for the Shenval Press, 1946).

Opposite: Detail from back cover of The Arts (London: Lund Humphies & Co., 1946-1947), No. 2, 1947.  

and often against the grain, to promote contemporary art in Britain. 
Each display case focuses on one of the three publications named above 
and a selection of the artists and writers most closely associated with 
them. The bookshops and galleries where these publications were sold 
were often at the centre of the modern movement in Britain, places for 
new ideas to meet. The publications on display capture the frisson and 
excitement of this change in the contemporary art scene and the self-
conscious development of constellations of artists and writers who allied 
themselves with modernism, but there are also traces of the seismic 
shifts happening in the wider world. A call to action, ‘Fight Hitler We 
Must’, sits at the front of the June 1940 issue of The London Bulletin. This 
sense of change, for better or worse, is palpable within these pages. The 
effects of war are also apparent in the physical production of publications 
from this period, when editors and publishers had to cope with paper 
rationing and the rising costs of printing. 

The pamphlet that accompanies the display contains an interview 
with Peter Nahum, focusing on the intersections between art and book 
collecting. Peter and Renate Nahum ran a gallery in St James’s for twenty-
five years, and before becoming a dealer, Peter Nahum was head of the 
Victorian and Modern British departments at Sotheby’s. A symposium 
accompanying the display will take place at the Centre on Tuesday, 3 
December 2019.



Pioneering 
Women
Research Curator Rosamund Lily West 
at the Royal Society of Sculptors shares 
the story of Julian Phelps Allan, an artist 
whose life has been illuminated by the 
Pioneering Women research project, which 
uncovers the lives, careers, and  
legacies of the Society’s female members. 
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In February 1923, meeting minutes from 
the Royal Society of Sculptors record 
that Frederick William Pomeroy FRBS 
suggested that ‘members might approach 
some lady Sculptors of outstanding ability 
in order to forward the interests of the 
Society’. Female sculptors have been 
members since the early 1920s, and a 
two-year project – Pioneering Women 
– is now underway to study the lives, 
histories, and legacies of some twenty-
five women who joined the Society in 
the early to mid-twentieth century. 
Drawing on the uncatalogued archive of 
the Society, it is possible to reveal how 
these women worked, how they sought 
and attracted commissions, and how they 
negotiated being professional sculptors 
in a traditionally male profession. Beyond 
purely institutional matters, the archive 
details everything from the commissioning 
of war memorials to discussions on the 
exhibition and display of sculpture. It also 
contains valuable membership files where 
artists were invited to deposit their own 
slides and photographs. 
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Previous page and opposite: Francis Lorne and Julian Phelps Allan, Winged Victory, Greenways, Brighton, 
East Sussex, 1938. Digital image courtesy of copyright holders / Photo: Lawrence Suss / Art UK.

The culmination of this project will be 
an online exhibition in 2021, and while 
conducting my research, amongst the 
Annes, the Elizabeths, and the Margarets 
one name stood out: ‘Eva Dorothy/Julian 
Phelps Allan’. Allan is mentioned often in 
the Society’s archive as she became an 
Associate of the Royal Society of Sculptors 
in 1938 and was elected a Fellow in 
1948. Her work was illustrated in Society 
publications, but neither her name change, 
nor her gender, are mentioned in the 
Society’s correspondence or records. 

Eva Dorothy Allan changed her name 
to Julian Phelps Allan around 1929. The 
reason is unknown – she may have adopted 
a man’s name to be taken more seriously 
as a professional. Yet, this seems odd as 
the other female sculptors in the Society 
contemporary to Allan had not done so. 
Based on a friend’s correspondence, 
we also know that she preferred to be 
addressed as ‘she’ and indeed the Society 
referred to her as ‘Miss Julian P. Allan’ in 

all of its correspondence and publications, 
including when she was listed as a new 
member in 1938. Another explanation may 
be that she gave herself a male name to 
assert her identity as a lesbian, or that she 
named herself after Julian of Norwich. 

As well as a long life, Allan enjoyed a 
long career, though she felt it was slow 
to start due to the First World War. After 
serving as a captain in the Auxiliary Corps in 
France until 1919, she returned to London 
and attended Westminster Art School in 
the evenings and then got into the Royal 
Academy Schools. It was there that she won 
the Gold Medal in 1925. Despite this, she 
found that no studio or workshop would 
allow a woman to work with them, and she 
struggled to gain the skills she required. 

One of her most well-known, and 
earliest, commissions is the gravestone 
of the Women’s Social and Political Union 
(WSPU) leader Emmeline Pankhurst in 
Brompton Cemetery, London. Pankhurst 
died in 1928 and the gravestone was paid 
for out of a memorial fund. Remarkably 
for Allan, she received this prestigious 
commission as a recent graduate. 

Throughout her career, she worked in 
both London and, from 1946, Edinburgh. 
While she was never stylistically part of 
the avant-garde, she worked consistently 
throughout her life, receiving commissions 
for religious pieces and portrait sculptures. 
A virtue of the Pioneering Women project, 
which received a Curatorial Research Grant 
from the Paul Mellon Centre in 2018, will be 
to reintroduce sculptors like Allan to the 
history of the Society, often allowing those 
like her to explain their work and position 
as female artists in their own words. 

Julian Phelps Allan, Mother and Child, from the book RBS Modern 
Sculpture (London: Royal Society of British Sculptors, 1938), p. 7.



Established in 2017, Write on Art is an annual prize for young art writers 
aged between 15 and 18, sponsored by Art UK and the Paul Mellon 

Centre. Entrants are asked to write a short essay about a painting on 
the Art UK website, which brings together over 230,000 works in British 
public collections. The competition has two categories, for pupils from 
years 10 and 11, and for pupils from years 12 and 13. This issue of PMC 

Notes features this year’s winning essays from each category. 

The Winning Entries
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T
his painting was produced by Christopher Richard Wynne 
Nevinson in 1915. It depicts three French soldiers beneath a 
shadow of a trench. Underneath a sky and closed by ‘criss-cross’ 
barbed wire.

There is striking juxtaposition in the image as the Cubist style 
he uses makes the faces ‘appear almost like machines’ – without features, 
as the figures are broken down into ‘mask-like’ shapes – and yet the 
image is overshadowed by religious symbolism.

This includes the glass-like panes of blue and white in the sky between 
the leadwork effect of the barbed wire. In the bottom left of the image, 
the wooden bracing that one of the figures is shown to be carrying almost 
suggests the shape and scale of a crucifix; like a Station of the Cross 
image. This is reminiscent of the symbolism in Christ in the House of His 
Parents by John Everett Millais. This may metaphorically suggest how the 
soldiers sacrifice their lives to save the civilian population of the future.

On the left of the image, the three posts silhouetted by the sky suggest 
the image of the three crosses on the top of the hill of Calvary. The shafts 
of white light behind them are like those in the chiaroscuro of Rembrandt 
in his 1653 print The Three Crosses.

The central focus on the red trousers one of the figures is wearing is 
another method used by the artist to portray symbolic sacrifice in the 
Great War. This echoes the red clothing in Christ in the House of His 
Parents, which also symbolises future sacrifice.

The shapes are angular and violent which shows the influence of the 
Italian Futurism style on Nevinson’s work. However, the picture has deeper 
meaning by contrasting violence and peace. The simplistic sharpness of 
Nevinson’s style depicts the emotional horrors of war in a violent way. 
This made me think of the style adopted by the Bristolian artist Banksy in 
the way he also uses a raw political – sometimes violent and offensive – 
subject to also make people think about war and world issues.

I am moved by this painting because I have experienced going to the 
trenches in Belgium and France, understanding the physical and mental 
darkness of the environment. The graphic style is still so relevant to young 
people today, over a century later. The painting has catalysed my interest 
in art and historical events in paintings.

Jack Harrison, First Prize, Years 10 & 11

C.R Nevinson, La Mitrailleuse, 1915 

C. R. Nevinson, La Mitrailleuse, 1915. Tate, presented by  the Contemporary Art Society, 1917.
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lot; to create a mark or stain, 
is the principle idea that Doig 
explores in this portrait of his 
brother from 1993. It is also 
a reference to the blotting 

paper that was once used to carry his 
LSD as a teenager. And so, with the 
collaboration between, essentially, the 
process of painting and recollection 
of his drug-fuelled days, he blurs the 
boundaries between the remembered 
and the fantasised to create Blotter. Doig 
presents the lone adolescent wrapped 
up in his trendy coat, lost and lingering, 
transfixed by the scene beneath his 
feet. Incorporating fond memories of 
his snow-ridden days in Canada with the 
enchanting and surreal reflections on the 
frozen river surface, Doig has streaked 
and speckled using luminous pearls and 
violets; tight ringlets of ripples circle the 
figure, gradually loosening and oozing 
down into the abyss below. Upon closer 
inspection, there seems to be a more 
chaotic translation of the pigments, despite 
the precise execution it suggests as a 
whole, with seemingly careless scratches, 
daubed-on impasto flecks of industrial 
white, that appear like fairy lights, and the 
subtle addition of intense black, emulating 
pricks and tears in the canvas. Echoing 
the awe-inspired works of the sublime, 
Doig’s brother acts as a scale for the 
immense landscape, allowing the viewer 
to feel equally absorbed in the hyper-real 
scenery. Further emphasising the engulfing 
nature of the painting is the actual size of 
the piece at over two and a half metres 
long and two metres wide.

However, whether it be because of, 
or despite, his vast surrounding, rather 
than appreciating what is around him, 

he stares down at his own reflection. 
Perhaps for a sense of security, nature 
being unpredictable, or even a disinterest. 
This could be a comment on the often 
unappreciative and egocentric nature of 
humans. Kierkegaard’s quote ‘Life can 
only be understood backwards’ seems 
to resonate as the memory of the scene 
appears to have left a blot in Doig’s 
memory to be recovered years on.

A contrast to the irregular and abstract 
forms on the river surface are the rigid 
trees surmounting the smudged belt 
of the snow-topped slope. The upright 
trees are interrupted by the falling 
branches, creating a disorderly, entangled 
background. Despite the action that 
encircles Doig’s brother, there is a sense 
of stillness and serenity. This feeling of 
detachment from the scene is something 
Doig often incorporates into his work, 
of ‘being attached to the Earth, but only 
just, like in a dream’. It also, according 
to the artist, captures the hallucinogenic 
experience of taking psychedelic drugs, the 
phenomenon of the mind being busy while 
the body is motionless. In that regard, 
the landscape represents the mind’s 
overwhelming experience observing nature, 
further enhanced under the influence of 
drugs

Hiraeth, a Welsh concept to describe 
a form of longing and nostalgia for an 
unknown place, is evoked as Blotter 
provides us with an ethereal experience, to 
look upon with complete wonder and even 
slight disbelief as we are whipped into the 
hazy memories of Doig’s childhood. Like 
the paint that has soaked into the canvas, 
we too are drawn and ‘soaked’ into the 
mesmerising space, frozen and still like the 
landscape, into a contemplative trance.

18 19

Viola Turrell, First Prize, Years 12 & 13

Peter Doig, Blotter, 1993

Peter Doig, Blotter, 1993, Walker Art Gallery. Digital image courtesy of National Museums Liverpool / Bridgeman Images
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PMC archivist Anthony Day offers a glimpse into the 
history of women artists.

Detail from Mary Darly (active 1762-1772), A Female Macaroni, etching, Yale Center for British 
Art, Paul Mellon Collection. An entry for Darly was drafted for inclusion in Haldin’s dictionary.20 21

The 
Daphne 
Haldin 

Archive 
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Mary Delany (1700-1788), Rubus odoratus L., 
paper collage, public domain. An entry for 
Delany was drafted for inclusion in Haldin’s 
dictionary.

D
uring her lifetime, the amateur art historian Daphne Haldin, 
who passed away in 1973, attempted to compile and publish 
a dictionary of female artists in Europe born before 1850. 
This was an ambitious project, and sadly never realised, but 
the papers she left behind present a fascinating resource for 

the researcher. Unlike the majority of the archival collections housed 
at the Centre, which include research files and working papers from 
significant British critics and art historians, Haldin was neither established 
nor published. Her archive offers very little insight into her process or 
the artists she wrote about, yet it remains a significant starting point for 
discourse on the history of female artists.

So, who was Daphne Haldin? Unfortunately, very little is known about 
her. The papers have been stored at the Centre since the 1970s but their 
journey from Haldin’s desk to the archive stores remains a mystery. The 
archive itself does not contain any significant personal material, except 
for an astrology chart. The slight information we do have about Haldin has 
been revealed through genealogical searches, but does not help explain 
her interest in art, or her qualification to undertake such a daunting 
project. 

We do know that Haldin did not work alone. Many of her notes include 
scribbles of communication to her assistants: ‘Gretl’ appears to have 
been translating entries from the German dictionary of artists, Thieme-
Becker, and if we turn over some of the catalogue entries on scraps of 
notepaper we might intrude on a terse or argumentative note to the 
mysterious ‘FA’.  Indeed, Haldin’s regular recycling of paper reveals some 
clues about her personality and interests: many notes are written on the 
backs of flyers for intellectual clubs, like Sesame Imperial and Pioneer 
Club or the Georgian Group, others are scrawled on circulars from the 
Marylebone Conservative Association or the Girls’ Public Day School 
Trust. These fragments only tell us so much, but nevertheless help form a 
picture of a life hidden behind the archival record.

The papers also give a sense of Haldin’s determination and belief 
in the dictionary itself. We can read the many rejection letters she 
received from publishers. While the archive only includes a handful of 
the letters she sent, her persistence is evident in that many of the replies 
were clearly drafted in response to a second approach. Haldin pushes 
publishers to explain the reasoning behind the rejection, and a letter 
from Thames and Hudson, dated 16th July 1963, offers a sadly typical 

response. Explaining why readers did not need a dictionary focusing 
exclusively on female artists, the author wrote: ‘those of them who made a 
name for themselves are relatively few and are mentioned in the reference 
books; the others are of no more interest to the average student of the 
history of art than are the countless male artists who have failed to qualify 
for inclusion’.

This view has long since been discredited and many volumes on female 
artists have now been published. However, Haldin’s archive reveals her 
own particular insight on the subject, working within a broad definition 
of what a worthy artist could be, and setting her historical parameters as 
far back as the eighth century. The result is a rich resource encompassing 
many female artists we may have overlooked. In particular, the inclusion 
of church decorators, playing card designers, and those practising the 
decorative arts, offers a chance to engage with areas of art practice often 
excluded from conventional histories.    
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Astrological birth chart and horoscope compiled 
for Haldin by Madge Gladwin in 1959.

Haldin had planned entries for at least 1,454 artists, and in reading this 
vast volume of biographies – albeit brief in themselves – clear patterns 
emerge. Time and again, whilst cataloguing this collection, I read the 
story of a daughter showing an interest in painting and being trained 
by an artistic brother or father; or a wife learning from, but ultimately 
overshadowed by, her husband as she completed his lithographs. There 
are of course exceptions, and Haldin also covers famous female artists, 
such as Mary Beale or Angelica Kauffman. While we cannot universally 
assume that every woman artist met with frustrated ambition, we know 
the myriad barriers women have faced, and this archive offers the 
opportunity to broaden our notions of what constitutes art, and question 
male conceptions of ‘genius’, or the enduring validity of a canon that 
disregarded a vast array of artists, while privileging the few. 

With every new archive collection released to researchers comes a 
new set of opportunities. One of those offered here is the chance to 
continue Haldin’s research into some of the lesser known female artists 
she documents by following her paper trail with a fresh perspective.  For 
instance, British printmaker and caricaturist, Mary Darly (active 1760-1781), 
occupies an intriguing place in the eighteenth century public sphere. She 
was a lower class woman operating within the heart of political satire and 
an influential figure in the development of caricature as a form of social 
critique. Or, perhaps, Hannah Palmer (1818-1893), wife of Samuel, and an 
artist in her own right. She exhibited at the British institute in 1840, but 
very little is known about her later work, if, indeed, she was able to make 
any alongside the pressures of having to take a lead role in the family 
household. An archive doesn’t have to be the definitive and authoritative 
source of information; it can be an inspiration or a starting point. The 
Daphne Haldin Archive certainly fulfils this role, providing inspiration 
not only for art historians, but also social historians and those studying 
gender politics. How this collection actually arrived at the Centre, and 
who Daphne Haldin really was, may remain a mystery. Yet somehow her 
hard work found its way into the historical record and now it is ours to 
reinvigorate and explore.
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Autumn 2019

New 
Books

In the late eighteenth century, British artists embraced the 
medium of aquatint for its ability to produce prints with rich 
and varied tones that became even more evocative with the 
addition of colour. At the same time, the expanding purview 
of the British empire created a market for images of faraway 
places. Book publishers seized on these two trends and 
began producing travel books illustrated with picturesque 
aquatint views of Indian cave temples, Chinese waterways, 
African villages, and more. Offering a close analysis of three 
exceptional publications – Thomas and William Daniell’s 
Oriental Scenery (1795–1808), William Alexander’s Costume 
of China (1797–1805), and Samuel Daniell’s African Scenery 
and Animals (1804–5) – this volume examines how aquatint 
became a preferred medium for the visual representation of 
cultural difference, and how it subtly shaped the direction of 
Western modernism.

Publication Date: 12 November 2019
Dimensions: 285 x 245 mm

Pages: 328
Illustrations: 202

Aquatint Worlds
Travel, Print, and Empire 

Douglas Fordham
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A comprehensive and authoritative history that explores 
the significance of one of the most famous buildings and 
institutions in England. Westminster Abbey was one of the 
most powerful churches in Catholic Christendom before 
transforming into a Protestant icon of British national and 
imperial identity. Celebrating the 750th anniversary of the 
consecration of the current Abbey church building, this book 
features engaging essays by a group of distinguished scholars 
that focus on different, yet often overlapping, aspects of 
the Abbey’s history: its architecture and monuments; its 
Catholic monks and Protestant clergy; its place in religious 
and political revolutions; its relationship to the monarchy 
and royal court; its estates and educational endeavours; its 
congregations and its tourists. Clearly written and wide-
ranging in scope, this generously illustrated volume is a 
fascinating exploration of Westminster Abbey’s centuries-long 
history and of the meaning, significance and impact of the 
Abbey within society, both in Britain and beyond. 

Publication Date: 8 October 2019
Dimensions: 241 x 184 mm

Pages: 455
Illustrations: 200

Westminster Abbey 
A Church in History

 
Edited by David Cannadine

Aquatint Worlds
TRAVEL, PRINT, AND EMPIRE

DOUGLAS FORDHAM



Challenging the myth of Elizabethan England as insular and 
xenophobic, this revelatory study sheds light on how the 
nation’s growing global encounters – from the Caribbean to 
Asia – created an interest and curiosity in the wider world 
that resonated deeply throughout society. Matthew Dimmock 
reconstructs an extraordinary housewarming party thrown at 
the newly built Cecil House in London in 1602 for Elizabeth 
I where a stunning display of Chinese porcelain served as a 
physical manifestation of how global trade and diplomacy had 
led to a new appreciation of foreign cultures. This party was 
also the likely inspiration for Elizabeth’s celebrated Rainbow 
Portrait, an image that Dimmock describes as a carefully 
orchestrated vision of England’s emerging ambitions for its 
engagements with the rest of the world. Bringing together an 
eclectic variety of sources including play texts, inventories 
and artefacts, this extensively researched volume presents 
a picture of early modern England as an outward-looking 
nation intoxicated by what the world had to offer.

Publication Date: 8 October 2019
Dimensions: 270 x 216 mm

Pages: 324
Illustrations: 85

Elizabethan Globalism
England, China and the Rainbow Portrait

 
Matthew Dimmock
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October 2019

30 September – 1 October 

Conference 

Homework: Artists’ Studio Homes 

and their Afterlives in Britain and 

the United States 

PMC & Henry Moore Foundation, 

Perry Green

2 October, 18.00–20.00  

Research Seminar 

Towards a Virtual Feminist 

Museum of Greenham Common 

Alexandra Kokoli 

December 2019

3 December, 13.45–19.00 

Modernism, Modern Art, and 

the Networks of Publishing, c. 

1930–1960

5 October, 10.00–17.30 

Workshop 

Paul Mellon Centre x Art UK 

x Art+Feminism Wikipedia 

Edit-a-thon

11 October, 13.00–14.00 

Research Lunch 

Brexit and the Occult: Gendered 

Ghosts of Empire 

Edwin Coomasaru

Events

Autumn Calendar
All events are at the Paul Mellon Centre unless otherwise indicated.

30

15 October, 13.00–14.00 

Fellows Lunch 

‘The Eighth Wonder of the 

World’: Science and Sublimity 

in Marc and Isambard Brunel’s 

Thames Tunnel Project 

Shirlynn Sham

16 October, 18.00–20.00 

Research Seminar 

Does Colour Have a History? 

David Kastan 

25 October, 13.00–14.00 

Research Lunch 

The Hayward Annual 1978: A 

Case Study in Combating Male 

‘Artocracy’ 

Jennifer Dudley

29 October, 13.00–14.00 

Fellows Lunch 

Cut to Black: Filmic 

Disidentifications in the Work of 

Lis Rhodes 

Hannah Kahng

30 October, 18.00–20.00 

Book Launch and Panel 

Discussion 

Artists’ Moving Image in Britain 

Since 1989 

November 2019

5 November, 08.30–19.00 

Workshop 

Hogarth’s Moral Geography 

PMC & Sir John Soane’s Museum

8 November, 13.00–14.00 

Research Lunch 

Merlyn Evans’ Vertical Suite in 

Black (1957) and the Trajectory of 

‘Primitivism’ in British Art from 

Vorticism to the Independent 

Group 

Michael Clegg

12 November, 13.00–14.00 

Fellows Lunch 

Against All Risks: Insuring Art in the 

Nineteenth Century 

Avigail Moss

6 December, 13.00–14.00 

Research Lunch 

‘A Liberation of Spirit’: 

Transatlantic Seascapes by 

Winifred Nicholson and John 

Marin 

Samantha Niederman

11 December, 18.00–20.30 

PMC Book Night

22 November, 13.00–14.00 

Research Lunch 

Narrating British Art: Robert de la 

Sizeranne’s Use of Insularity 

Julie Lageyre 

27 November, 18.00–20.00 

Research Seminar  

The Newspaper Man: Michael 

Andrews and the Art of Painted 

Collage  

Mark Hallett

28–29 November 

Conference  

William Blake and the Idea of the 

Artist 

PMC & Tate Britain

Chronologically, details from: Greenham Common Women’s Peace Camp, main gate, c.1983. Photograph by Sigrid Møller, the 
Women’s International League for Peace and Freedom; slides scanned by Holger Terp, June 2006; Daniel Chester French’s 
casting room at Chesterwood, Photograph: Jason Baker, Courtesy Chesterwood Historic Site, Stockbridge, MA; Project O 
(Alexandrina Hemsley and Jamila Johnson-Small), Saved, 2018, video-installation. Photo: Jack Barraclough and Katarzyna Perlak. 

Chronologically, details from: William Hogarth, A Rake’s Progress IV: The Arrest, 1734, oil on canvas. 
© Sir John Soane’s Museum; William Blake, Jerusalem: The Emanation of The Giant Albion, Bentley 
Copy E. Copyright: Yale Center for British Art, Paul Mellon Collection; John Marin, Blue Sea, Small 
Point, Maine, 1928, MET, 49.70.141. 
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Opening Exhibitions

5 September–8 December 2019 

Unto This Last: Two Hundred 

Years of John Ruskin 

Drawing on the Center’s rich 

collection of Ruskin’s drawings 

and publications, with significant 

loans from other institutions, this 

exhibition positions Ruskin as a 

pioneering ecological thinker, 

social reformer, educator and 

preservationist. Bringing together 

an array of diverse materials 

including paintings, drawings, 

literary manuscripts, mineral 

samples and memorabilia, the 

exhibition highlights Ruskin’s 

impact in his own time and his 

enduring significance today.

12 September–15 December 2019 

The Hilton Als Series: Lynette 

Yiadom-Boakye 

This focused exhibition of works 

by Lynette Yiadom-Boakye (b. 

1977) is the second in the series 

of three successive exhibitions 

curated by the Pulitzer Prize-

winning author Hilton Als. 

Selected by Als in collaboration 

with Yiadom-Boakye and the 

Center, this display will highlight 

recent works by the London-

based artist, focusing on her 

portrait-like studies of characters 

drawn from the world of fiction, 

found images, and imagination.

10 October–29 December 2019 

Migrating Worlds: The Art of 

the Moving Image 

This exhibition brings together 

works by eight of Britain’s 

leading film and video artists in 

the first exhibition at the Yale 

Center for British Art dedicated 

exclusively to the moving 

image. Featuring Theo Eshetu 

(b. 1958), Isaac Julien (b. 1960), 

Rosalind Nashashibi (b. 1973), 

Charlotte Prodger (b. 1974), 

Zina Saro-Wiwa (b. 1976), Zineb 

Sedira (b. 1963), John Smith (b. 

1952), and Alia Syed (b. 1964), 

Migrating Worlds foregrounds 

work that addresses the 

relationship between people 

and place, especially the effects 

of dislocation incurred by the 

movement of peoples, both 

forced and elective.

YCBA Exhibitions and Events
1080 Chapel Street, New Haven, Connecticut 06520 USA

Detail from: Isaac Julien, Western Union 
Series no. 1 (Cast No Shadow), 2007, 
Courtesy of the artist and Victoria Miro, 
London/Venice

Continuing Exhibition

16 August – 1 December 2019 

Peterloo and Protest 

The year 2019 marks the 

bicentenary of the Peterloo 

Massacre, when an armed and 

mounted militia attacked a large 

but peaceful demonstration 

for political reform in St. 

Peter’s Field in Manchester, 

leaving over a dozen dead and 

hundreds injured. This exhibition 

commemorates this defining 

event in British political history. 

Using objects drawn from the 

Center’s collections and others, 

the display also examines 

later public protests and 

demonstrations in Britain and 

elsewhere until 1969.

Events

Please visit the Center’s online 

calendar at britishart.yale.edu/

calendar for information about 

current and upcoming programs 

and lectures. 
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Public Lecture Course: Autumn 2019

Art & War
A series of free evening lectures open to the public and held at the Paul Mellon Centre. 

This five-part lecture course, delivered by experts in the field, will interrogate the many and 
varied ways in which warfare has been depicted by artists in Great Britain, from the late 
16th to the early 19th century. This was a period of domestic and international ferment. It 
begins with the threat of invasion by Spain’s mighty Armada, and ends with the Royal Navy’s 
dominance of the seas after the defeat of Napoleon Bonaparte’s France. Spanning military, 
naval, political and social history, as well as 300 years of visual culture in Great Britain, the 
course will feature a succession of lectures focussing on a single work of art, or a sequence 
of such works. These will be used as the starting points for discussion, and will include some 
of the greatest icons of British art, including the Armada Portrait of Elizabeth I, William 
Hogarth’s The March of the Guards to Finchley and JMW Turner’s The Fighting Temeraire.

Every Thursday from 10 October to 7 November 2019
6:30 – 8:15 pm 

Convened by: Jacqueline Riding and Mark Hallett




