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WE LCOME 
 
 
 
It is a great pleasure to welcome each and every one of you to the Lasting Impressions 2018 
study day. We have a fantastic programme of speakers on offer, comprising students, 
museum professionals, and academics, followed by an informal afternoon workshop 
session where you can enjoy a hands-on experience with replicas and reproductions. In 
addition to this, there will be ample opportunities to tour our two amazing venues, the 
Laing Art Gallery and the Hatton Galleries. 

The Lasting Impressions study day was the brainchild of Valentina R isdonne, Katherine 
Clough, Carolyn Alexander, and myself, as each of our individual PhD research 
programmes touches on the topic of reproductions. Valentina and I both work on 
archaeological plaster casts; my project focuses on cast authenticity and visitor 
experiences with the objects, while Valentina, with her background in conservation, is 
considering mid 19th century and later coatings applied to the plaster casts in the V&A, 
supporting the on-going preservation of the museum’s collection. Katherine’s interests in 
the roles of reproductions in museums are currently shaped by her research on a 
photography archive, and include the hierarchies of value around museum objects, and 
expanding ideas of object networks in the digital age. F inally, Carolyn’s work is practice-
based. She seeks to investigate if the use of contemporary art and design practice can 
facilitate deeper engagement with restored, or reconstructed, material culture. 

We put together this programme with the aim of addressing a generally under-researched 
area in the field of museum collections. However, in recent years, copies and replicas have 
undergone a revival in scholarly interest, making this an ideal time to host an event to 
foster discussion on the subject. The aim of today’s study day is to investigate the 
significance of historic reproductions on shaping contemporary understandings, the 
affordances of emerging forms of reproductions in the digital age, and to realise the full 
spectrum of reproduction forms and their different significances and potential roles in 
museums. 

Please follow us on Twitter (@lastimpressions_ ) and tweet your thoughts on the day, 
along with any photographs that you take, using the hashtag #lastingimpressions18  so 
that others can follow along online.  

 

A bbey E ll is 

U niversity of L eicester  /  A shmolean M useum, Oxford 
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PROGRAMME  
10.00-14.45:  Laing Art Gallery, New Bridge Street, Newcastle upon Tyne NE1 8AG 

15.00-17.30:  Hatton Gallery, K ing's Road, Newcastle upon Tyne NE1 7RH 
 

 

 

 

10 .0 0  Registration opens 

10 .15 Welcome tour of the Laing Galleries by LAIA ANGUIS VILCHES 

10 .45 Coffee break 

 

 

PANEL ONE . H istor ic R eproductions:  R oles and R eception 

 

11.0 0  ABBEY ELLIS, University of Leicester /  Ashmolean Museum, Oxford 

Archaeological Plaster Casts: In Search of Authenticity 

11.15 ALICE  TOFTS, University of Nottingham / Imperial War Museums 

Photographs of People who were Victims of Nazi Persecution: 

Building a Collection; Interrogating its Meaning 

11.30  Prof MAGDALENA GE TALDIC, HAZU Glyptotheque, Zagreb 

The Collections of Plaster Casts of the Croatian Academy of Sciences and Arts 

11.45 Keynote Speaker:  Prof CHRIS DORSETT, Northumbria University 

Static Art and Temporal Imaginings: thinking about Philip Rawson amidst a 
numinous cast collection 

12.0 5 Questions and discussion with all panelists, chaired by KATHERINE  CLOUGH, 

Northumbria University / Victoria and Albert Museum 

 

 

12.30  Lunch 

  



 

 

 

 

 

 

PANEL TWO. M oder n A ppr oaches to R eproduction in M useums and H er itage 

 

13.15 REBECCA KNOTT, Victoria and Albert Museum 

Displaying Plaster Casts at the Victoria and Albert Museum: Past, Present, and 
Future 

13.30  MARK CARNALL, Oxford University Museum of Natural History 

Lessons from a Tentacled Toy 

13.45 AMELIA KNOWLSON, Sheffield Hallam University 

The Curatorial: The role and position of 3D scanned and printed objects within 
the museum 

14.0 0  CAROLYN ALEX ANDER, Glasgow School of Art / Scottish Cultural Heritage 
Consortium 

Authentic Reproductions and Artistic Replications 

14.15 Questions and discussion with all panelists, chaired by VALENTINA RISDONNE , 

University of Newcastle / Victoria and Albert Museum 

 

 

14.45 Walk to new location – the Hatton Galleries 

15.0 0  Welcome tea and coffee 
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POSTER AND ACTIVITIES. E ncounters with R eproductions 

 

Workshop poster presentations in the Learning Space 

Timed tours of the Hatton Stores with MELANIE  STEPHENSON 

Participatory activities in the Learning Space, Archive Room and Seminar Rooms: 

viewing Hatton Archives with HAZEL  BARRON-COOPER 

workshop by LEE  ROBERT MCSTEIN 

handling stereographic reproductions of paintings, case studies, paper quiz 

object handling session with CAROLYN ALEX ANDER 

 

 

16.45 Closing Remarks 

 

 

18 .0 0  Private view at Hatton Gallery for Michael Lyons, Fred Ulhman & Louise 
Hodgson exhibitions 
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ABSTRACTS 
 

 

PANE L ONE 

HISTORIC REPRODUCTIONS: ROLES AND RECEPTIONS 

 

 

 

Archaeological Plaster Casts: In Search of Authenticity p. 10 

 Abbey E llis (University of Leicester / Ashmolean Museum, Oxford) 

 

 

Photographs of People who were Victims of Nazi Persecution: 

Building a Collection; Interrogating its Meaning p. 11 

 Alice Tofts (University of Nottingham / Imperial War Museums) 

 

 

The Collections of Plaster Casts of the Croatian Academy of Sciences and Arts p. 12 

 Prof Magdalena Getaldić (HAZU Glyptotheque, Zagreb) 

 

 

Static Art and Temporal Imaginings:  

thinking about Philip Rawson amidst a numinous cast collection  p. 13 

Keynote Speaker Prof Chris Dorsett (Northumbria University) 

 
 
 
 
 

  



A R CH A E OL OGICA L  PL A ST E R  CA ST S : IN SE A R CH  OF  
A U T H E NT ICIT Y  

 

 

Archaeological plaster casts, namely the exact replicas of ancient Greek and Roman statuary made 
from Plaster of Paris, have had a tumultuous history. Casts have long been viewed as inauthentic 
mechanical reproductions in a material that pales in comparison to the original bronze and 
marble. They are consequently relegated to the back rooms and basements of museums, with 
many collections having been dumped into skips and destroyed in the past century. Since the 
problem of authenticity has sealed the fate of very many cast collections, my presentation 
addresses precisely this subject, investigating the issue from an innovative ancient perspective. I 
will present my work on deriving a new source of authenticity for archaeological plaster casts 
through an examination of the use of plaster and the technique of casting in antiquity. Critics of 
plaster casts hold the ancient original sculpture to be the consummate museum object; the ancient 
material is the ideal. However, bronze and marble were not the only materials employed by 
ancient sculptors, a bias in the archaeological evidence causes us to underestimate plaster as a 
sculptural material in antiquity. Assessing the evidence for the use of casting as a sculptural 
technique in the ancient world will also prove a useful check on our assumptions about the work 
of the ancient sculptor which colour our perceptions of plaster casts today. The reassessments that 
I propose aim at encouraging a rehabilitation of the status of plaster and casts in the modern 
museum. 

 

 

 

 

 

 

 

 

 

A bbey E ll is (U niversity of L eicester  / A shmolean M useum, Oxford)  

Abbey graduated from Merton College, Oxford in 2016 with a first class BA in Classical Archaeology and 
Ancient History. In 2017, Abbey achieved a distinction in her Masters degree in Classical Archaeology, also at 

Merton. Abbey is currently engaged in an AHRC-funded PhD project, a collaborative initiative between the 
School of Museum Studies at the University of Leicester, where she is supervised by Sandra Dudley, and the 
Ashmolean Museum, Oxford, where she is supervised by Bert Smith and Milena Melfi. Her work is set in the 

museum's Cast Gallery and focuses on the value, authenticity, and uses of archaeological plaster casts. 
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PH OT OGR A PH S OF  PE OPL E  W H O W E R E  V ICT IM S  OF  
NA Z I PE R SE CU T ION: BU IL D ING A  COL L E CT ION; 
INT E R R OGA T ING IT S  M E A NING  

 

My project centres on the Imperial War Museums’ collection of photographs of people who were 
victims of Nazi persecution. Initially collected at the beginning of this century as part of the 
development of the museum’s Holocaust galleries, the photographs were left uncatalogued until 
only a few years ago. They offer a valuable opportunity to understand the multifaceted identities, 
lived experience and memories of European J ewish life before and during the Second World War. 

The collection contains mostly copy prints of family photographs and photocopies of family photo 
albums. Not only do we therefore lose the materiality of these photographs, but we fail to 
understand what people intended to communicate through photo captioning. Taking in mind the 
notion that photos are vessels of memory, the fragmented nature of the collection results in a 
fragmented reading of people’s memories. This raises important considerations when researching 
people’s lives and memories. 

Although the copies of photographs are distinctly different physical objects from the original 
historical objects, they themselves constitute a part of the photographs’ life story. As such, their 
objecthood gains importance as a tool for understanding the strategies of collecting employed by 
the Curators. My research shall therefore need to investigate how the Curators envisaged using 
these photographs and what they deemed as worthy for collecting, recording and copying  

This paper will address the challenges as well as opportunities that this collection presents in 
terms of building a collection and interrogating meaning of people’s lived experiences and how 
this was captured and retold in the form of photographs. Taking into consideration the idea that 
memories and meaning are unfixed, the copies and photocopies of the photographs prevents a 
wholly intelligent reading of how people attributed meaning to their experience of the Holocaust 
and their J ewish or national identity. I shall reflect on the social and anthropological implications 
of these absences as well as considering the possible strategies that can be used in order to 
meaningfully and ethically use these photographs in both an academic and museum context. 

 

 

 

 

A lice T ofts ( U niversity of Nottingham / Imper ial W ar  M useums)  

I am currently in my first year of fulfilling my CDP with the University of Nottingham and the Imperial War 
Museums. My PhD is examining the Imperial War Museums’ collection of private/personal photographs of 

people who were victims of Nazi persecution. By interlacing oral history interviews, visual culture, 
anthropology and memory studies, I will be examining how and why certain narratives and meanings are 

captured, recycled and displayed through photographs, both in the private and public context. 

 



T H E  COL L E CT IONS  OF  PL A ST E R  CA ST S  OF  T H E  
CR OA T IA N A CA D E M Y  OF  SCIE NCE S  A ND  A R T S  - 
GL Y PT OT H E QU E  IN Z A GR E B  

 

The Glypthoteque of the Croatian Academy of Sciences and Arts is a one of a kind institution in 
the Republic of Croatia, museum of sculpture. It has the most systematically collected material – 
plaster casts of sculpture of the Croatian heritage cast in the field in the first half of the 20th 
century. Museum has several collections of casts, which present the major works of given 
individual periods, from Antiquity, pre-Romanesque, Romanesque, Gothic and Renaissance, 
divided according to period or theme into several groups. There are plaster casts of ancient 
sculpture of the best known major works of Greek art acquired in 1892, and a part of the 
Glypthoteque since 1940. Another group is that of plaster casts of fragments of immoveable 
monuments of the Croatian cultural heritage from the pre-Romanesque to the Renaissance 
including major works from various sites in Croatia. The Collection of Plaster Casts of George of 
Dalmatia (J uraj Dalmatinac) constitutes a separate unit in which the oeuvre of the most 
important Croatian builder and sculptor of the 15th century is shown, with casts from Split, 
Ancona, Pag island and Dubrovnik, as well as from St J ames’ Cathedral in Šibenik, which is 
included in the UNESCO World Heritage L ist. Another unit contains plaster casts of stechaks 
from the 13th to the 16th century, specific and unique monolithic medieval funerary monuments 
which is included in the UNESCO World Heritage L ist since 2016. The material listed will be used 
to show collecting and the role and perception of plaster casts in the museum. The traditional 
presentation of the collections was founded on the scholarly disciplines of history, archaeology or 
art history, so as to be able to present, for educational purposes, the development of sculpture 
between Antiquity and the Renaissance. The present paper aims to indicate the way in which the 
focus could be taken off just one scholarly discipline in the presentation of the collections so that 
they can be presented interdisciplinarily. Also it will be shown the need for contemporary 
interdisciplinary methods of presentation, their potential and digitisation. In this connection we 
have become involved in a digitisation project, and the casts from the permanent displays are 
presented in the repository of the Digital Collection of the Croatian Academy of Sciences and Arts 
(www.dizbi.hr), which is included in the Europeana Cloud (eCloud). That will enable rapid access 
to information as well as at the same time the preservation of the major works of our cultural 
heritage, which were preserved in casts by methods that were contemporary in the 20th century 
and are today safeguarded in a digital version. In addition, the needs of the users of our museum 
for such versions are served. 

 

P rof. M agdalena Getaldić ( H A Z U  Glyptotheque, Z agreb)  

Magdalena Getaldić was born in 1982 in Zagreb, Croatia.  

Graduated with Master's Degree in History and History of Art at the Faculty of Humanities and Social 

Sciences in Zagreb in 2008, at the same Faculty on Department of Information and Communication Sciences 

graduated Museology in 2013.Works as museum senior documantalist and curator of plaster cast collections 

in Croatian Academy of Sciences and Arts – Glypthoteque since 2009. From 2017 attending postgraduate 

doctoral study programme Humanities on Department of History of Art at University of Zadar, Croatia. 
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ST A T IC A R T  A ND  T E M POR A L  IM A GININGS : T H INK ING 
A BOU T  PH IL IP  R A W SON A M ID ST  A  NU M INOU S CA ST  
COL L E CT ION 

 

For contemporary artists a cast collection is a very static thing. When we view plaster replicas of 
Greek and Roman statues in a gallery setting, it is not just their cumbersome size that makes these 
sculptures seem so inert, it is also our failure to animate their stillness that keeps the magic of the 
Antique out of range of our media-saturated imaginations. And yet cast collections endure in 
various institutions and it is the central proposition of this paper that we could do more to activate 
the layers of time that have been, as it were, imprinted into the monumental bulk of these plaster 
reproductions. My thought is that Art and Time (2005), the last book written by the art educator 
and museum curator Philip Rawson, points to this possibility. H is analysis of the multiple levels of 
time evoked by a single static image, Titian’s painting of Bacchus and Ariadne, is an interpretive 
tour de force that could transform environments like the Ashmolean Museum’s cast gallery into 
other-worldly regions of time. For Rawson this kind of transformation brings about a mysterious 
presence, it creates something he calls ‘numinous’. The idea goes like this: beyond the passing of 
lived and historical time, there are temporal modes that can only be grasped intuitively and for 
which we have no direct evidence except their numinosity. As one might guess Rawson was 
drawing on concepts from the fields of comparative religion and mythography, an aspect of his 
approach already familiar from the books and exhibitions on Indian art that established his 
reputation amongst young artists during the 1960s. Later, when writing Art and Time, Rawson 
concluded that only static images and objects could generate the imaginatively extended ‘now’ he 
associated with numinous time zones. This was, if you like, his final message to artists. It turns out 
that Art and Time is a rather contrary thesis for practitioners caught up in the 'performativity’ of 
Contemporary Art. Nevertheless, the book does encourage new imaginings of cast collections that 
exploit their static nature. But am I going too far? In comparison with the Ashmolean’s original 
Greek and Roman marbles, can plaster reproductions prompt anything like the metaphysical 
intuitions identified by Rawson? Well, with support from Catherine Pickstock’s work on 
K ierkegaard in Repetition and Identity (2013), and Hannah Hölling’s radical approach to 
conserving Nam J une Paik’s time-based art (2017), I think I can update the extended 
‘contemporaneity’ that I discovered while curating the Cast Contemporaries exhibition with 
Margaret Stewart in 2012. So, to sum up, the task of this paper is to reconsider the ambitions of 
this earlier project in the light of the research I am currently undertaking into Philip Rawson’s 
impact on the interface between contemporary art practices and traditional museum display. 

 

K E Y NOT E  SPE A K E R  Prof Chr is D orsett ( Northumbria U niversity)  

First trained in sculpture at the Ruskin School, University of Oxford, Professor Dorsett has gone on to exhibit 
his work within outstanding national collections, including the Royal Swedish Armoury and the Natural 

History Museum in London, to name but a few. His career has been built on cross-disciplinary collaborations 
with collection-holding institutions (most notably a pioneering series of projects with the Pitt R ivers 

Museum in Oxford between 1985 and 1994). His fieldwork with the Institute of Amazonian Research and the 
Arts Development Council of Hong K ong has taken him as far afield as Brazil and China. Prof Dorsett's long-

standing research interests lie in notion of the museum as a creative medium. This has led him to curate 
recent exhibitions such as Cast Contemporaries at the Edinburgh College of Art, alongside Margaret Stewart. 
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PANE L TWO 

MODERN APPROACHES TO REPRODUCTION IN MUSEUMS AND 
HERITAGE  

 

 

 

Displaying Plaster Casts at the Victoria and Albert Museum:  

Past, Present, and Future p. 16 

 Rebecca Knott (Victoria and Albert Museum) 

 

 

Lessons from a Tentacled Toy p. 17 

 Mark Carnall (Oxford University Museum of Natural History) 

 

 

The Curatorial: The role and position of 3D scanned and  

printed objects within the museum p. 18 

 Amelia Knowlson (Sheffield Hallam University) 

 

 

Authentic Reproductions and Artistic Replications p. 19 

Carolyn Alexander (Glasgow School of Art /  Scottish Cultural Heritage 
Consortium) 

 
 
 
  



D ISPL A Y ING PL A ST E R  CA ST S  A T  T H E  V ICT OR IA  A ND  
A L B E R T  M U SE U M : PA ST , PR E SE NT , A ND  F U T U R E  

 

 

Opened in 1873, the Cast Courts are the largest galleries in the V&A and contain reproductions of 
some of the world’s most significant works of art. These galleries are dramatic expressions of 
Victorian ambition, and are the strongest embodiment of the Museum’s founding mission as a 
school of art education for both practitioners and the public. As such the copy collection, 
comprising of casts, electrotypes and photographs, has provided inspiration for artist and 
designers from the 19th century until today. However, from the 1920’s the museum’s changing 
function reduced the value of the copy and threatened the Cast Courts survival at several moments 
throughout the 20th century. Nevertheless, the courts survived and in recent years interest has 
resurged, and they now offer a 19th century vision of the future. Modern interest in replication, 
particularly via digital media, encourages a new exploration of the historic copy as a concept and 
rekindles the relevance of these collections for today’s audiences.  

In Autumn 2018 the V&A will complete the second and final phase of its FuturePlan 
redevelopment project which will return the Cast Courts to their original magnificence. A new 
Cast Courts Interpretation Gallery will open and the West Court will reopen following extensive 
renovation and conservation work. This paper will discuss key considerations in the re-displaying 
of historic copies for 21st century audiences, and will demonstrate how the museum has re-
addressed these historic copies in the context of preservation and new methods of digital 
replication. In addition, this paper will discuss how ReACH, a global initiative spearheaded by the 
V&A, explores approaches to reproduction in the digital age, and will consider how the museum is 
utilising 3D technology to expand the scope of the collection. 

 

 

 

 

 

 

R ebecca K nott ( V ictor ia and A lber t M useum)  

Assistant Curator of Sculpture at the Victoria and Albert Museum. She specialises in European sculpture 
from 1850-1950, and is a member of the Futureplan project team for the Cast Courts galleries. Previously she 

has worked as an Assistant Curator in the Ceramics and Glass department at the V&A, as an Assistant 
Collections Manager in the Britain, Europe and Prehistory department at the British Museum, and as 

Curatorial Intern at the Bowes Museum. She studied for an MA in History of Art at the University of York, 
and her dissertation used artist designed furnishing fabrics by Edinburgh Weavers to examine the 

interrelationship between art, craft and design in the mid-twentieth century. Her BA in History of Art at the 
University of Warwick included a term studying in Venice. 
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L E SSONS F R OM  A  T E NT A CL E D  T OY  

 

 

 

Mass-produced, cheap, plastic, inaccurate and 
ephemeral but on display at Oxford University Museum 
of Natural H istory. How can this Bullyland ammonite 
toy help us to think about the contexts of undervalued 
casts, models and replicas in natural history museums? 
As a relatively recent object we can still capture a lot of 
the information we would love to have for historic 
specimens. Why was this bought? How accurate is it? 
Who produced it? What is the current value of the 
object? When has it been used in teaching and display? 
What are the available alternatives to ammonite models, casts or other replicas? Should this 
object be accessioned? This talk will look at the expertise required to answer some of these 
questions and reflect on current museum practice when it comes to objects like this. Through 
scholarship some groups of historical models like the Blaschka glass models and Ziegler 
anatomical waxes now enjoy a valued status as beautiful objects as well as snapshots in time of the 
scientific research and trends of the time. However, we still lack some of the core information 
about why these models were purchased by museums. There is still a widespread contemporary 
use of replicas and models from plastic toys to 3D printed replicas in natural history museums 
today but the prevailing attitude to treat these objects as secondary to biological material. Will this 
ammonite model be a ‘Blaschka’ of the future or fall through the gaps in museum practice? 

 

 

 

 

 

 

M ark  Car nall ( Oxford U niversity M useum of Natural H istory)  

Mark Carnall is the curator of the zoological collections at Oxford University Museum of Natural History. He 
has previously worked and volunteered at local authority, national and other university natural history 

museums. He is currently the Collections Manager (Life Collections) with responsibilities for the vertebrate 
and invertebrate (non entomological collections) material. In addition to managing collections he lectures on 

biology, palaeobiology and museological topics. His research interests are digitisation in museums, public 
engagement and natural history, sector wide advocacy for collections, models, casts and replicas as well as 

the implications on 3D printing on museum collections. In addition to collections management, Mark 
contributes to public engagement from stand up about natural history museums through to lectures, 

informal talks and workshops to all age groups. 



T H E  CU R A T OR IA L : T H E  R OL E  A ND  POSIT ION OF  3D  
SCA NNE D  A ND  PR INT E D  OBJ E CT S  W IT H IN T H E  
M USE U M  

 

This paper examines the transitory space within which 3D scanned and printed (3DSP) museum, 
objects operate. Such a space is not rigidly bounded but fluid, continually shifting with the 
complex social, economic, political and cultural contexts in which they are situated. Drawing on 
PhD work conducted at Museum Sheffield and The British Museum, the paper first argues that 3D 
scanned and printed museum objects are a form of Intangible Cultural Heritage (ICH), and 
secondly explores the use of 3DSP objects as story-telling devices and interpretative aids.  

3DSP objects open up new imaginings of what heritage can be as the scan data is derived from the 
museum object locating it within the context of the collection. The uses of 3D data and objects 
have altered curatorial practice, forming new infrastructures of knowledge, allowing new modes of 
curation, object understanding and engagement to emerge. Yet 3DSP objects do not sit naturally 
within the museum; their contemporary materiality and technological origin challenge pre-
existing organisational structures, power relations and states of ownership. 3DSP objects are 
neither a part of nor separate from the museum; they exist in a state of purgatory. Museums do 
not want to accession 3DSP objects into their collections or store raw 3D data sets, yet the same 
time there is a desire to retain ownership over said data. 

It is in this power struggle that 3D technology and traditional museum practice become 
intertwined and the boundaries that surround 3DSP become increasingly present. Curators 
recognise the value of 3DSP to enrich audience engagements and outreach strategies. There is a 
strong desire to combine 3DSP with multi-layered interpretation to facilitate experimentation and 
play, consequently breaking the linearization of master museum narratives, yet at the same time 
curators question the role such objects have in the museum. 

 

 

 

 

 

 

 

 

A melia K nowlson ( Sheffield H allam U niversity)  

Spanning the realms of curator, designer and maker Amelia Knowlson has developed an active portfolio in 
the museum sector. 

Her work uses 3D scanning and printing to frustrate the traditional rhetoric of the museum. 

  



19 

A U T H E NT IC R E PR OD U CT IONS A ND  A R T IST IC 
R E PL ICA T IONS  

 

 

The concept of authenticity is often used in conjunction with that of aura, following Walter 
Benjamin’s argument that aura is perceived only in the presence of the authentic original. This 
materialist approach to authenticity, supported by the work of Ruskin and Riegl, has arguably 
shaped current conservation and restoration practice, placing emphasis on the material fabric of 
‘things’ that are said to embody our heritage, and relegating reproductions to an inferior status. 
However, where authentic material culture has been lost or damaged, as exemplified by the fire 
damaged Mackintosh Building and the subsequent effort to restore it, these principles can become 
problematic. The Mackintosh Building Restoration Project is constrained, understandably, by 
conservation principles and a commitment to celebrating the original designs. Where the fixtures 
and fittings must be remade, they will be a meticulously researched and welcome tribute to 
Mackintosh. But as objects they must also be discreet and careful, illustrating what has been lost 
while being sure not to be confused with the original. 

Conversely, it has been suggested by some that all heritage is intangible heritage, and that 
authenticity is not to be found in an embodied object, but in the process of heritage, which is a 
social and performative exercise in meaning making. Drawing on constructivist perspectives, this 
presentation questions if contemporary art practice can use materiality as a catalyst to facilitate 
transformative sensory experiences, akin to the auratic. Interpretive art objects and installations 
may have more freedom to play with tensions between materiality, intangible heritage, and the 
social cultural biography of ‘things’ in ways that traditional reconstructions cannot. This paper 
will introduce my plans for investigating if contemporary art practice may be harnessed to 
introduce a new genre of heritage interpretation in this context. 

 

 

 

 

 

Car olyn A lexander  

( Glasgow School of A r t /  S cottish Cultural H er itage Consor tium)  

Since studying Visual Communication at Glasgow School of Art, Carolyn Alexander’s creative practice has 
focused on our social relationships with things, and visitor interaction with objects in a gallery setting. Going 

on to study an MSC Museum Studies, specialising in Artefact and Material Culture, presented the 
opportunity to pursue these interests in an academic setting: investigating themes of authenticity, agency, 

conservation and materiality. Carolyn’s current practice-based PhD at GSA, aims to develop a methodology 
which facilitates a dialogue with visitors concerning aura, authenticity and replication through interpretive 

sculpture and installations that question our attachments to things. 
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POSTERS 

 

 

 

In search of an English Maso? Printed impressions of monumental brasses  p. 22 

 Grant Lewis (British L ibrary) 

 

 

10,728 Views of the North East  p. 23 

 Laia Anguix Vilches (Northumbria University) 

 

 

From Digital to Physical: An exploration of photogrammetry scanning 

and its usage for reconstruction and reproduction p. 24 

 Lee Robert McStein (Founder/Technical Director – Monument Men) 

 

 

Advertising as the Reproduction of Art  p. 25 

Nanami Kawade (University of York) 

 
 
 
 
 
 
 
 
 
  



IN SE A R CH  OF  A N E NGL ISH  M A SO? PR INT E D  
IM PR E SSIONS  OF  M ONU M E NT A L  BR A SSE S  

 

 

This paper will look at the eighteenth-century practice of making 
printed impressions of monumental brasses, produced in the same 
way as an engraving from a copper plate. Even though this 
technique was used for the earliest known facsimiles of 
monumental brasses, it has received very little attention, and 
surviving examples have frequently been confused for the wax 
rubbings produced in great numbers from the mid-nineteenth 
century. Yet it was used by antiquarians pivotal to the emergence of 
the study of funerary monuments as a subject in its own right, 
notably Craven Ord, J ohn Cullum and Richard Gough, who 
cultivated it in response to a lack of reliable images of monuments. 
Faced with such a predicament, it is not difficult to understand the 
appeal of full-sized, consistent replicas which were free of artistic 
invention and (relatively) easy to produce; but while these 
impressions were used as records, neither were they without value 
in themselves. For a start, the process of taking exact ‘specimens’ 
evidently lent a flattering objectivity to a discipline being fashioned 
along taxonomic lines, but this paper will also argue that the 
preferred medium of reproduction was invested with meanings no 
other method could articulate. Exploiting technical similarities 

between metal engraving and printmaking, printed impressions offered beholders a stimulating 
play between the ‘engraved’ print and the engraved medieval brass, now repurposed as a printer’s 
plate. But playfulness aside, contemporary sources show that this conflation enabled a historical 
point to be made about the origins of printmaking, which then as now were assumed to lie in 
medieval metal engraving. According to the most popular narrative of this kind, printmaking 
emerged in Quattrocento F lorence as a by-product of the work of the goldsmith Maso F iniguerra, 
and in this regard printing must have seemed the most appropriate and evocative means of 
reproducing something as characteristically medieval as monumental brasses. Indeed, might 
these prints even have been used to posit an English pedigree for printmaking to rival Italy’s, and 
thereby imagine a home-grown Maso? 

 

 

Gr ant L ewis ( Br itish L ibr ary)  

Grant Lewis joined the British L ibrary at the end of 2015, after completing postgraduate study at J esus 
College, Cambridge. As part of a fledgling prints and drawings team, he is currently cataloguing the L ibrary’s 

vast collection of prints and drawings belonging to George III, numbering some 40-50,000 items dating 
from the 1500s to the 1820s. He is also engaged in researching the print collections of K ing Charles I and his 

contemporaries. 
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10 ,728  V IE W S OF  T H E  NOR T H  E A ST  

 

 

 

During a lifetime interest in local history, the leather manufacturer Matthew Mackey put together 
almost every known example of printed works related to the North East of England. As a result of 
the purchase from his executors in 1919 and from the public sale of the rest of his library in 1920, 
the Laing Art Gallery obtained this amazingly exhaustive collection containing 3,200 engraved 
local portraits, 1,053 general portraits, 1,546 views of Newcastle, 1,106 views and 252 plans of 
Northumberland and Durham, as well as 900 drawings by J .W. Carmichael, 399 caricatures, and 
500 letters and documents. Mackey’s passion for printed works had led him to get even examples 
holding just a small variation, posing particular challenges to the curator C.B. Stevenson, who 
noted that the Laing would need to hold eight exhibitions, each one filling the four galleries and 
placing the engravings in three levels, in order to be able to show the whole of this collection.  

This talk will analyse a selection of the key works, while highlight the importance of local 
reproductions to the Laing’s aim of raising regional self-awareness and creating a distinct cultural 
identity for the North East. The impressive volume of imagery in this unusual purchase and 
Mackey's exceptional meticulousness raise many specific questions which will also be addressed: 
who precisely was Mackey and why did he collect so many reproductions? What were the 
circumstances of the gallery purchases, and how could it afford to pay nearly £ 650 just one year 
after the end of the F irst World War, while still facing significant budget cuts? This will provide a 
valuable chance to hear about the work Mackey and Stevenson did in preserving a meaningful 
antiquarian vision of Newcastle and the wider region for its people. 

 

 

 

 

 

 

 

 

L aia A nguix V i lches ( Northumbria U niversity)  

Besides holding a degree in Art History (Universitat de Valè ncia), and a degree in F ine Arts (U.P.V.), Laia 
Anguix is specialized in Conservation of Heritage and has completed an M.A. in Cultural Management 

(U.O.C.). She has worked as a History and Arts teacher, cultural manager, curator and guide in museums, 
conservator and art critic, in Spain, Italy and the U.K . She is currently working on a PhD project funded by 
the University of Northumbria aiming to a better understanding of the origins of the permanent collections 

of the Laing Art Gallery. 



F R OM  D IGIT A L  T O PH Y SICA L : A N E X PL OR A T ION OF  
PH OT OGR A M M E T R Y  SCA NNINGA ND  IT S  U SA GE  F OR  
R E CONST R U CT ION A ND  R E PR OD U CT ION  

 

This poster outlines the principles and application of non-invasive imaging using 
photogrammetry and its practical outputs for the reproduction of objects from museum 
collections and on-site recording. The poster will explain the photogrammetric process and its 
output formats for both visual interpretation and physical reproduction. 

3D printed outputs will be made available for handling alongside digital representations available 
to view online via smartphone/tablet or VR headset via QR codes included on the poster. Several 
case studies are given of how photogrammetry can be used for digital and physical reconstruction, 
and its potential for engaging audiences in a museum setting, or remotely by generating shareable 
content for social media or online platforms for 3D models including those with outputs for those 
wishing to 3D print or reproduce an object. 

Case studies will include: 

The ‘Complete Younger Memnon’ – a reconstruction which merges a dataset from the British 
Museum’s downloadable content and on-site photogrammetry at the statue’s site of origin. 

The ‘Headless Cross’ – on-site photogrammetry of one half of an Anglo-Saxon standing cross near 
Bolton, and reuniting it with its partner piece in the Harris Museum, Preston. A reproduction of 
this piece is currently on display at the Atkinson Museum, Southport as part of the Viking: 
Rediscover the Legend exhibition. 

The Memphite E ar Stela - surface analysis and 3D printed insights from an E gyptian stela recently 
scanned from the collection of Touchstones Rochdale as part of the BBC Civilisations Festival. 

 

 

 

 

 

 

 

L ee R obert M cS tein ( F ounder/T echnical D irector  –  M onument M en)  

Lee is a 3D scanning and reproduction specialist and the founder of Monument Men, a non-profit digital 
heritage consultancy providing digital imaging and reproduction services to cultural heritage organisations 
and museums in the UK and E gypt, including Manchester Museum, Touchstones Rochdale and the Ancient 

Egyptian Animal Bio Bank. Highlights of Lee’s recent work include a number of 3D scans of ancient Egyptian 
objects for the BBC Civilisations Festival, and reproductions for the Viking: Rediscover the Legend exhibition 

at the Atkinson, Southport. 
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A D V E R T IS ING A S  T H E  R E PR OD U CT ION OF  A R T  

 

 

 

Advertising is one of the examples of reproductions of art— though, not in museums in physically. 
The nineteenth century was the period when the reproduction market flourished. During this 
period, even the rights to publish reproductions were the independent objects of sales, apart from 
the artworks themselves, which brought profit to both printsellers and artists. Reproductions were 
available in periodicals as well, for example, Christmas issues of popular magazines promoted art 
reproductions through the inclusion of illustrations and posters, supported by the development of 
printing technology.  

In the late nineteenth century, advertising became an even more accessible medium than prints in 
periodicals for becoming familiar with art through reproduction, for instance, posters on the 
streets functioned as “the poor man’s picture gallery”. The reception to this use of art in 
advertising, though, was mixed. It was criticised by some, yet many welcomed the commercial use 
of art in advertisements as a means of enabling the general public to appreciate art. 

Art in advertising at that time may be said to resonate with Walter Benjamin’s concept of aura; art 
lost the aura by the development of reproduction and eventually opened to a wider public. 
However, the originals of artworks still hold special significance and power. Some advertisements 
recommend customers to come and see original paintings at the company office, where the 
advertisers displayed the original of the artworks that they reproduced, for example, in the case of 
The Bubbles by J ohn Everett Millais, which was eventually used for advertisements for Pears’ 
soap. Therefore, there was appeal in seeing the originals even when advertising copies were freely 
available. This remains the case today, where even though reproductions— including digital ones—
are of increasingly high quality, the originals at museums and galleries still draw viewers. 

 

 

 

 

 

 

 

Nanami K awade (U niversity of Y or k )  

I am currently a PhD student studying art history at the University of York. I have previously obtained an 
MLitt from the University of St Andrews, where my research centred on Pre-Raphaelite collector Frederick 

Leyland, as well as a BA in art history from Kyoto University in J apan. My research interests lie in art 
collection, art collectors and nineteenth-century art. Current work for my PhD thesis examines how art 

collection overlaps with business activity and other economic aspects, focusing particularly on middle-class 
businessmen collectors/collections in nineteenth-century Britain. 
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ACTIVITIES 
 
 
 
 
 
In this afternoon session, we invite you to further explore the roles and perceptions of reproductions 
from viewing the study day poster presentations to participating in the range of activities on offer 
in the Learning Space, Archive Room, and storerooms at the Hatton Gallery, and nearby Seminar 
Rooms in the F ine Art Department. 

 

 

H atton  S tor e T ours with M E L A NIE  ST E PH E NS ON ( Newcastle U niversity)  

Due to narrow passageways, tours are limited to 10 people at a time. Sign up to one of the time slots 
at lunchtime. Meet outside the entr ance to the stor es (to the right of the Archive Room). 

 

V iewings of the H atton A r chives w ith H A Z E L  B A R R ON-COOPE R  ( T yne and W ear  
M useums)  

See material from the Hatton Archives up close in the A rchive R oom . This beautiful glass walled 
room can accommodate 10 visitors at a time. 

 

Object handling session with CA R OL Y N A L E X A ND E R  ( Glasgow School of A rt /  
Scottish Cultur al H er itage Consor tium )  

Get hands-on with experimental replicas following Alexander’s paper presentation in the 
L earning Centre. 

 

T he Power  to T ouch: w ork shop with L E E  R OB E R T  M cST E IN ( M onument M en)  

Insights into 3D  imaging and reproduction of objects and an explor ation of what this 
means for  museum engagement. 

The workshop will discuss the use of digital imaging and 3D printed reproductions of objects and 
offer insights into their potential for outreach/engagement. A contrast of reception between 
different visitor demographics will be outlined, based on interviews and case studies including 
children, tourists, casual visitors, heritage professionals and curators. The effect of 3D printed 
reproductions on the ethics of touch in museums and heritage sites will be also be explored 
alongside other factors which may contribute to emerging trends in visitor behaviour. A 
reproduction of an E gyptian object will be displayed and made available to handle during the 
presentation, with commentary and insights from conference delegates welcome. 

  



 

 

 

 

S ter eogr aphs from the Poor  M an’s P icture Gallery 

View photographic reproductions of artworks in 3-D the old fashioned way with this set of 
stereograph cards produced by the London Stereoscopic Company, and learn more about the 
exhibition at Tate Britain that reunited these types of images with the original artworks they depict. 
In the Seminar  R oom. 

 

T est your  k nowledge - R eproductions Quiz 

Think you know the what the most reproduced work of art is? F ind out by completing our short 
paper quiz while topping up on refreshments in the Seminar  R oom. 

 

R eproduction B lues 

Come and experience the reproduction blues exploring cyanotypes from contemporary 
photography to old fashioned blueprints, and have a go at printing your own reproduction in blue 
ink! In the L ear ning Centre. 

 

CA SE  ST U D IE S  

What do Nefertiti, this year’s Newcastle Art Degree Show poster, and plaster cast videos have in 
common? They are all featured in our short case studies, alongside others, available to browse in 
Seminar Room and Learning Centre. 
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THE  TEAM 

 
 
A bbey E ll is (U niversity of L eicester  / A shmolean M useum, Oxford)  

Abbey graduated from Merton College, Oxford in 2016 with a first class BA in Classical 
Archaeology and Ancient History. In 2017, Abbey achieved a distinction in her Masters 
degree in Classical Archaeology, also at Merton. Abbey’s current PhD project is split 
between the University of Leicester, where she is supervised by Sandra Dudley, and the 
Ashmolean Museum, Oxford, where she is supervised by Bert Smith and Milena Melfi. 

Car olyn A lexander  ( Glasgow S chool of A r t /  S cottish Cultural H er itage 
Consor tium)  

Since studying Visual Communication at the Glasgow School of Art, Carolyn Alexander's 
creative practice has been focused on our social relationships with things, particularly in 
a museum and gallery context. She is currently undertaking a practice-based PhD, 
investigating if the use of contemporary art and design practice can facilitate deeper 
engagement with restored, or reconstructed, material culture. 

V alentina R isdonne (Northumbria U niversity /  V ictor ia and A lber t M useum)  

Valentina R isdonne studied her B.Sc. at the Univerity of Perugia and M.Sc. at the 
University of Parma in Science Conservation. She collaborated with the Victoria and 
Albert Museum Science Section since 2015. Her research interests included until now 
lacquer objects, pigments and plaster casts. She is an objects analyst and a plaster 
conservator. Her current Phd project concerns plaster casts as historic objects. 

K ather ine Clough ( U niversity of Newcastle / V ictor ia and A lbert M useum)  

Katherine Clough is an AHRC funded CDP candidate at Newcastle University and the 
Victoria and Albert Museum (V&A). She is researching the impact of digital practices on 
the curation and interpretation of historic museum collections. Her academic 
background is in visual anthropology, material culture studies, and art history, and she 
spent a few years working with photograph collections and archives at the Pitt R ivers and 
Ashmolean Museums in Oxford before commencing doctoral study. 

  



MAPS 
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