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Among the most widely known works of visionary Futurist artist Fortunato 
Depero are his patchwork tapestries and pillows, vibrant textile objects d’art 
that, however, were not made by the artist himself, as was the case with the 
paintings or drawings, but were created by the skilled hands of his devoted 
wife, Rosetta. In 1917, during a stay in the island of Capri, Depero began ex-
perimenting with “stitched paintings”; he loved the idea of “painting with mul-
ticolored felt”, a concept he derived from his experiences in the theater. Depe-
ro’s colorful felt creations were met with flattering success and, in the upcoming 
years, an actual workshop was established in Depero’s birth city of Rovereto, 
headed by Rosetta. While her role was not creative, she oversaw the sewing 
process, took care of the shipping, of the stock, maintained the relationship 
with the seamstresses, it was nevertheless essential: without her contribution 
an important page of the Italian Futurismo might have never been written. 

The enchanted Torcello, a magic, almost deserted island of the Venetian lagoon 
was instead the place chosen in the second half of the 20th century, by another 
artistic, almost symbiotic, couple, Lucio and Clementina Andrich. An eclectic 
artist, Lucio, as Fortunato, experimented with the most different materials, from 
paintings to glass, from ceramic to wood. His creative visions, inspired both by 
the culture of the Dolomiti valley in which he was born and by the lagoon en-
vironmente where he lived, were also translated in intricate embroidered tap-
estries patiently made by Clementina from the 1960s until her death in 1984. 

This paper intends, using an interdisciplinary approach, to offer a reflec-
tion about how art, from Futurismo to Andrich contemporary style, cross-
es with female crafts, analyzing the relationships between these two art-
ists and the two women who transformed their creative vision into reality. 

Isabella Campagnol | The Woman Behind the Artist: 
Rosetta Depero and Clementina Andrich

PANEL ONE: 
WOMEN BEHIND THE SCENES 

PARALLEL – 9:30AM-11AM



The period from c.1930-1950 was one of expansion in the nascent profession of 
interior design in Britain, one deemed suitable for women but where their role 
was often marginalised and characterised as that of the ‘lady decorator’ and 
‘advisor’. This paper questions these labels, by arguing that their projects were 
crucial to the birth both of a new kind of domestic modernism, and to the deco-
ration of new spaces such as the London flat. It examines the interiors created by 
three groups of women and the networks that supported them. Firstly, it discuss-
es work by the so-called ‘Society decorators’ and the notion of interior decora-
tion as a class-based occupation, focusing on Sybil Colefax and Syrie Maugham. 

I argue that Colefax’s writing, and her work both for female clients (including 
Lady Diana Cooper) and for the stage, reveals her innovations in building res-
toration and the re-working of Regency styles and motifs. The work of Syrie 
Maugham, characterised as Colefax’s great rival, is also re-examined; in con-
trast to her all-white room I focus on her role in re-fashioning eighteenth-centu-
ry objects and the part played by her, and lesser known figures such as Marga-
ret Kunzer, in promoting demand for painted furniture suitable for small spaces. 
Both also built up expertise in ‘antiques’ , and I turn to a second group who 
provided settings for so-called ‘antique’ furniture, including Mrs Harrington 
‘Dolly’ Mann who took over the decorating arm of Willet’s, starting an antiques’ 
branch, and whose projects included interiors for Honor & Henry Channon. 
Thirdly and finally I probe the work of those linked to artistic and craft-based 
circles in urban settings, including Muriel Rose and the early historian of in-
teriors, Margaret Jourdain, arguing that their use of a pared down aesthetic 
was indebted, in very different ways, to historicist models. The paper argues 
that these women negotiated the risks associated with work, even interior 
decorating work, through innovation in their practice, clients and networks.

Clare Taylor | Mere advisors? Women and interior 
decoration in Britain c.1930-1950



Lotte Beatrix Crawford | Redressing the Modern: 
Enid Marx’s Decorative Abstractions

Enid Marx (1902-1998) was an early pioneer of modern British design. Un-
like many of her female contemporaries she maintained an active career from 
the mid 1920s until the 1990s and her talents were acknowledged in her life-
time. In 1944 Marx was awarded the prestigious title of Royal Designer for 
Industry for her work with Gordon Russell and the Utility Advisory Panel, 
providing design solutions for materials shortages during the Second World 
War. She was amongst the first designers selected to create prototype mo-
quettes for London Transport tube seats in the 1930s for Frank Pick, designed 
stamps for the Royal Mail and illustrated numerous children’s books. Yet her 
contribution to British design continues to be overlooked, her textiles are lit-
tle-known by the contemporary design world. To date, only a handful of es-
says have been written that contextualise her contribution to twentieth century 
design and one small monograph on her life and works has been published. 

In 1986, design theorist Cheryl Buckley observed that women’s contribution 
to design has been consistently ignored due to the implementation of specific 
historiographic methods. She suggested that ‘these methods, which involve 
the selection, classification, and prioritization of types of design, categories of 
designers, distinct styles and movements, and different modes of production, 
are inherently biased against women and, in effect, serve to exclude them from 
history.’ To what extent does this masculine historiographical gaze still affect 
the evaluation of Marx’s pivotal role in early Twentieth Century modernism?  

This paper seeks to unpick binary assumptions of technology, media and gen-
der which continue to frame debates on modernism, exploring the nuances 
of womens’ avant-garde design in the early twentieth century through Enid 
Marx’s abstract textiles. Analysis of her material process in the 1920s and 
30s will elucidate her unique ability to transition between the artistic roles of 
craftswoman and designer. Cultural implications of gender, temporality and 
spatiality will be explored through her material approach from hand-blocked 
modern textiles for the home, to industrially produced, mass-made fabrics for 
public spaces. Her continuing legacy of abstraction, process and ethnographic 
study will be discussed in relation to the practice of design history pedagogy. 



Jenni Råback | Covering for Her Sister: 
Vanessa Bell’s “Completely Upsetting” Dust-Jackets

PANEL TWO: 
CRAFTING BLOOMSBURY 

PARALLEL – 9:30AM-11AM

In 1937, as she was working on the dust-jacket for her sister Virginia Woolf’s 
Three Guineas, the artist Vanessa Bell wrote to John Lehmann, who was running 
Hogarth Press at the time: “I’ve not read a word of the book—I only had the 
vaguest description of it and what she wants me to do from Virginia—but that 
has always been the case with the jackets I have done for her.”  To date, this was 
her tenth dust-jacket for Woolf. The first of her dust-jacket designs (for Jacob’s 
Room in 1922) had been ridiculed by booksellers (Leonard Woolf remembers 
“several of the buyers laugh[ing] at it” ); her jacket designs were often nega-
tively highlighted in the reviews (“only a conscious artist could have done [the 
cover of The Common Reader] so badly” ); and they might even have affected 
the sales of Woolf’s books: her two best-selling novels, Orlando and Flush, were 
the two given to the world without Vanessa Bell dust-jackets. The Woolfs were 
anxious to establish a reputation for their fledgling Hogarth Press, and Virginia 
“wanted neither her books nor her publishing firm to be considered ‘a home-
made hobby’.”  Moreover, the earliest collaborations between Bell and the 
Hogarth Press were not seamless: the badly produced woodcut illustrations in 
Kew Gardens (1919) enraged Bell, and Monday or Tuesday (1921), also deco-
rated by Bell’s woodcuts, was according to Leonard, “one of the worst printed 
books ever published, certainly the worst ever published by the Hogarth Press.”  

Why, then, did Vanessa Bell go on to design dust-jackets for most of Virginia 
Woolf’s books? This paper investigates the background and significance of Bell’s 
dust-jackets for her sister’s books and offers a reassessment of the designs, often 
judged as irrelevant ‘doodlings’. Following the feminist re-evaluations of domes-
tic aesthetics, we can see Bell’s dust-jackets, and Woolf’s insistence on them, as 
parts of the bigger picture of artistic taste and characterisation, vigorously re-
shaped and recoloured in the 20s and 30s. The collaboration, I argue, is a striking 
demonstration of Woolf’s commitment to Bell, both as a sister and as an artist, and 
of how these aesthetic and personal allegiances existed hand in hand. Besides 
jacketing Woolf’s written work with manifestations of a foundational shared vision,  
the covers provide a site for defining, confirming and, most interestingly, nego-
tiating sisterly intimacy, interdisciplinary correlation and artistic independence.



Alexandra Peat | Virginia Woolf’s Art 
and Craftsmanship

This paper explores Virginia Woolf’s 1937 radio broadcast (and later es-
say) “Craftsmanship” in the context of craft culture. As Woolf considers the 
word judiciously and playfully (or we might even say, “craftily”) throughout 
“Craftsmanship,” it becomes a nexus point for an entanglement of ideas 
around making, creating, and producing. This paper places Woolf’s under-
standing of craft practices in the context of contemporary debates regarding 
the legacy of the arts and crafts movement, Roger Fry’s work in the Omega 
Workshops, and her own experience in the Hogarth Press. While it is tempt-
ing to see the Hogarth Press as a model of craft culture, Woolf was scepti-
cal about any nostalgia for craft practices, often rather sloppy with the craft 
of book making, and deeply ambivalent about any valorisation of craft.

 Without dismissing the significant place of the Hogarth Press in discussions 
about craft culture, this paper is more interested in Woolf’s repeated use of 
“craft” to talk about the work of the writer. It explores Woolf’s own ambiva-
lent engagement with writing as “craft” and questions what it might mean to 
see Woolf as a craftswoman. It pays attention to her suspicion of privileging 
“well made” writing over imagination and emotion, her attitudes towards the 
professionalism of craft (particularly in the context of gender), as well as the 
often permeable boundaries between her “craft” and her “art.” For Woolf, the 
troublesome word “craft” leads to, associates with, and intersects with con-
cepts central to her life and work, including art, imagination, inspiration, pro-
duction, process, amateurism, professionalism, education, skill, and vocation.

This strategic use of “craft” suggests Woolf’s nuanced awareness of what it 
means to make a book (in multiple senses of the word). By situating Woolf’s 
essay alongside work by Mikhail Bakhtin and Walter Benjamin which similarly 
explores the affinities between storytelling and craft skills, we can see Woolf’s 
essay as part of a larger modernist conversation about language as craft, at a 
time when craft was a word under pressure from different legacies and mul-
tiple conflicting associations. It was a word that lay at the nexus point of a 
complex and, for Woolf, irresolvable argument about the nature of writing as 
a pleasure, privilege, profit, art, or escape, and about the nature of work in an 
age of increasing mechanisation, marketization, and professionalization. From 
the Hogarth Press to her essays written for profit to her fiction, Woolf was con-
sistently ambivalent about what it means to labour and to craft with words.



Hana Leaper | Famous Women: ‘the familiar, the 
friendly even the facetious’

One of the most exciting and unexpected objects in the 2014 Tate Britain exhi-
bition ‘Kenneth Clark: Looking for Civilization’ was a prototype plate by Vanes-
sa Bell and Duncan Grant for a dinner service commissioned by Clark in 1932. 

Part of a set of 50 plates featuring ‘famous women’ throughout history, the com-
pleted works ‘survived the blitz and numerous changes of house, until Clark’s 
move to Saltwood Castle in 1956.’ For the past 60 years the whereabouts of 
the set has remained unknown to art historians and the plates have accrued 
an almost mythical position of mysterious allure in Bloomsbury scholarship.

In Spring 2017, perhaps prompted by the Vanessa Bell monographic exhibi-
tion at Dulwich Picture Gallery, a private individual contacted Piano Nobile art 
gallery with news of the dinner service. It soon emerged that not only is the 
set intact, but the plates themselves, hand painted on Wedgewood blanks, 
have been preserved in their original condition. This paper will explore the 
dissident histories of the set, it’s creators, it’s subjects, it’s place within exper-
imental approaches for commemorating queer histories, and it’s challenge 
to the spatial and temporal boundaries of received narratives of modernism.

The nature of the set means that these fragile, three-dimensional, space-con-
suming multiples are difficult to display together in a gallery space, or using 
conventional photography. This paper will also explain the ambitions and strat-
egies underlying the digital ‘Look First’ feature that will be published serially 
with British Art Studies between November 2017 to October 2018 and include 
up to 15 contributors, offering the first public opportunity to examine this cul-
turally and visually potent collection. One of the elements will be a filmed con-
versation with Judy Chicago about the connections between Famous Women 
and The Dinner Party. BAS’ digital toolbox has enabled viewing possibilities 
sensitive to the collaborative nature and underlying themes of the set, which in-
clude, domesticity, hospitality, and the historical representation of women. This 
approach allows the plates to be seen as part of a set, and individually, empha-
sising their materiality and allowing detailed views from multiple perspectives. 



Sarah Garland | Georgia O’Keeffe and ‘the Zen of 
Aestheticism’

PANEL THREE: 
AESTHETIC PHILOSOPHIES

 
PARALLEL–1:30PM-3:00PM

Georgia O’Keeffe’s career-long reputation as exemplary American innocent 
was part of the persona that circulated along with her work and with her pho-
tographic portraits.  This persona was constructed in the continuing wake of 
a public fascination with her private life, and manifested it in sustained at-
tention to her clothes, her houses, her photographic image.  O’Keeffe her-
self spoke of this attention to the things of life alongside the things of art: 
“when you buy a pair of shoes or place a window in the front of a house or 
address a letter or comb your hair, consider it carefully, so that it looks well”, 
O’Keeffe told her students, and there is considerable evidence of O’Keef-
fe’s engagement, through manifestations of the decorative, with the sense 
of life as art as presented in Kakuko Okakara’s popular account of Japanese 
tea ceremonies in the Book of Tea (1906). In this presentation I argue that, 
through reference to Asian metaphysics as they appeared in America in the 
universalised design principles of Arthur Wesley Dow and Eugene Fenollosa’s 
work in particular, as well as to American traditions of ‘plain speech’, O’Keeffe 
used a formalist, aestheticist version of an Asian-inspired aesthetic to create 
a decorative art and to present an aestheticised lifestyle which pre-empted 
and parried contemporary psychoanalytic readings of her work and person.



Elizabeth Benjamin | La femme révoltée: Sophie Taeuber, 
interdisciplinarity, and the philosophy of self-defined identity

Sophie Taeuber was an artist whose prolific interdisciplinarity was notable even 
within her period as part of Dada, a movement that was itself infamously heter-
ogeneous. Despite her position as one half of an ahistorically egalitarian artistic 
couple (with Jean Arp), and despite the fact that she moved with great ease 
between artistic schools and movements, she has been assigned a minor role 
on the stage of art history. Indeed, she was often labelled ‘quiet’ by her (male) 
contemporaries, and as Ruth Hemus writes, the repetition of such labels can 
make them become ‘not only worn and clichéd but dominant’ (2009: 53). Tae-
uber dedicated herself to the undiscriminating exploration of all art forms with 
the aim of presenting them as a unified whole, including those considered ‘dec-
orative’, ‘domestic’, or ‘female’ arts, without deeming them to be lesser or even 
different. Outside of her works, we find occasional but important insights into 
her thoughts on art and identity, a personal philosophy that complements and 
expands upon her desire for unified but new artistic forms, advocating self-ex-
ploration for a self-defined and constructed identity that defies societal norms.

This paper will collate and analyse the rare writings of Taeuber across her 28-
year career in order to foreground the philosophical outlook of her ‘quiet’ re-
bellion. This will be done in comparison with her art, and modernist art and 
thought more broadly, before moving into a discussion of Taeuber’s writings 
in relation to poststructuralist feminist theory, particularly that of Julia Kristeva 
and Hélène Cixous. Using these philosophers, I will assess the ways in which 
Taeuber’s thought might be said to contribute to the critique of essentialised 
structures, to the foregrounding of the self as constantly in process, and to the 
relationship between language and the body. The paper will posit that it is pre-
cisely within the liminal boundaries between the arts, and art and thought, that 
dissidence is able to flourish and make its modernist, feminist, individualist mark.



Rachel Silveri | Sonia Delaunay, “living profoundly”

This paper presents an in-depth examination of Sonia Delaunay’s robes 
simultanées [simultaneous dresses] from 1913-1914. These dresses, 
some of Delaunay’s earliest applications of simultanisme to the realm of 
the applied arts, were created for the artist to wear to the Bal Bullier, a 
dancehall she frequented weekly with her husband, the painter Robert 
Delaunay, and their circle of friends. While art history has primarily the-
orized simultanisme as a type of modernist painting developed by Rob-
ert Delaunay, my talk instead foregrounds Sonia Delaunay’s production 
as thoroughly avant-gardist, participating in the historical avant-garde’s 
ambition of integrating art and life. After establishing the ways in which 
Delaunay’s robes simultanées originated within the praxis of the artist’s 
everyday life, my paper then uses original archival research to argue that 
rather than keeping her dresses purely within the realm of the private 
quotidian, Delaunay actively photographed herself wearing the dresses 
and promoted the circulation of these photographs within daily news-
papers, avant-garde journals, exhibition catalogues, and other publica-
tions. This tactic—a strategic use of mass media—effectively generated 
publicity for Delaunay: her weekly fashion exploits became synonymous 
with her image as an artist and this became an image she actively publi-
cized. Highlighting the gendered constraints that originally led Delaunay 
to the applied arts, my paper ultimately argues that Delaunay offers a 
new art-into-life narrative of the avant-garde: one in which a woman artist 
embraces the everyday and the decorative arts only to turn that embrace 
into a visible, public, and highly sellable production.



PANEL FOUR: 
FEMININE MATERIALITY

 
PARALLEL –1:30PM-3:00PM

Sumin Ko | Feminist Materials in Eva Hesse: 
Female Sexuality, Experience, and Form

In the early 1960’s, Hesse was primarily influenced by the Minimalist 
movement that dominated the New York art scene at the time. Though 
her drawings did indeed reflect the geometric, systematic themes of 
Minimalism, even Hesse’s earliest works embodied a refusal to be com-
pletely confined to the rules of the largely male-driven art movements. 
In her Untitled (1963-1964), for example, Hesse subverts the rigid, struc-
tural box-motif in Minimal art by incorporating imperfect, tilted lines and 
coloring. Further, Hesse’s seemingly carefree balance of warm, bodily 
colors with the gray of Minimalism demonstrates how, even in the ear-
liest stages of her career, Hesse was well-aware of and responding to 
the pressures she faced as a woman artist working amongst prominent 
men in the art world. This tendency to invoke feminine, visceral qualities 
evolves further when Hesse begins to shift from drawing and painting to 
creating sculptures. 

In this way, 1965 can be regarded as a major turning point in both Hes-
se’s life and her artistic practice. At the time, Hesse was in Germany 
as her more successful husband’s accessory; she was seen as the “art-
ist-wife” and, for the majority of her stay in Germany, worked in her hus-
band’s shadow. Doyle’s art was notably vertically-inclined, austere, and 
imposing, undoubtedly contributing to her acute awareness that the art 
world was almost exclusively a “man’s world.” This misogynistic, stifling 
view undoubtedly influenced Hesse’s experimentation with incorporating 
stark contrasts in her works in order to subvert the distinct male influence 
permeating art at the time. This tendency can be clearly seen in what 
is considered to be one of her breakthrough works, Ringaround Arosie. 
Hesse’s continued fascination with the idea of blurring limits and bound-
aries through contrast was especially prominent in the later stages of her 
career, when she began experimenting with latex, an especially pliable 
and unpredictable material. Her last work, Untitled (1970), embodies a 
distinctly visceral, rough, and unfinished nature that is the antithesis of 
Minimalist ideas of stark, structural perfection. In this way, Hesse’s Unti-
tled is the culmination of her experience as a woman in art world of the 
1960’s.



Kate Schneider | Alison Smithson’s Paper Architecture

A recent resurgence of interest in mid-20th-century architecture has only 
emphasised the way in which the work of the architect and writer Ali-
son Smithson has been obscured from critical view, embedded within a 
historically exclusionary context currently exacerbated by suspectly and 
anachronistically gendered contemporary readings of New Brutalism. 
Popular narratives demonise or exclude her; academic accounts put her 
in the shadow of her husband, Peter, and as a result misunderstand the 
dynamic of their partnership and an important aspect of New Brutalism: 
its interest in inhabitation, adaptation, and accommodation, understood 
in its widest sense. A reappraisal of Smithson’s work can follow on from 
Beatriz Colomina’s suggestions that female architects in the twentieth 
century ‘played a crucial role’, but that their contributions are to be found 
‘in exhibitions, fairs, competitions, publications… and other provisional 
sites’, and only after recognising ‘that writing is a form of architectural 
practice’. Examined in this light, feminine and female spaces that accom-
modate the unconventional are seen to permeate Smithson’s built and 
written texts. This paper considers the ways in which Smithson’s writing 
appears as a kind of ‘playing house’ and ‘keeping house’, imaginatively 
bringing together architectural practices with the undervalued domestic 
sphere, countering the stale yet pervasive idea that the domestic and 
familial is incompatible with the avant garde. It looks first at the interiors 
in her 1966 novel A Portrait of the Female Mind as a Young Girl (from its 
oppressively wallpapered furnished rooms to the collagist teenage day-
dreams prompted by clippings of ads for glossy ‘throwaway’ commod-
ities) and the pleasure taken in the process of inventing and planning 
itself, switching around minute and often limited details. It then moves 
on to consider her reciprocally creative approach towards the ‘conven-
tional’ aspects of her own home life, reading Smithson’s photographic 
documentation of her homes alongside AS in DS (1983) and Tram Rats 
(a homemade book written with the Smithson children) as expressions of 
the idea of family life as a collective and collaborative process of exper-
imentation. Smithson’s making public of intimate scenes in her writings 
about the single and married lives of women and the spaces they inhabit 
is an uncompromising assertion of the domestic as invaluable to creative 
practice.



Fiona Hackney| Feminising the Public: British 
women designers in the 1920s and 1930s

Enid Marx, writing in Craft History in the 1980s, recalled a ‘great flo-
rescence’ in arts in the interwar period ‘akin to looking through a Ka-
leidoscope, so many were the influences that had a share in altering 
the ways in which people thought and expressed themselves in all me-
dia’. Marx herself was fascinated by the cross-fertilization between the 
traditions of craft, folk art, African carvings, chap books, child art, tex-
tile, theatre and industrial design. She is perhaps the best known among 
many women designers who shaped a new language of commercial art 
in these years, women who designed. At a time when women achieved 
the vote on equal terms with men and a growing domestic economy 
targeted goods at female consumers, industry needed women such as 
these to create a visual culture that appealed to an increasingly pow-
erful audience of female consumer citizens. Influential agencies and or-
ganisations such as London Underground, the Curwen Press and Craw-
ford’s advertising agency, amongst others, employed large numbers of 
women, perhaps for these reasons. Hierarchies, nevertheless, persisted.  
 
This paper argues that in a period of tensions and contradictions – when 
the excitement of transformation and new possibilities (technological, 
social class, psychological) were tempered by a deep sense of anxiety 
about, and resistance to, change – women working in the commercial 
arts were in a paradoxical position. On the one hand, they had to ne-
gotiate and strategize, often working freelance, across media, and in a 
visual style that was modern, decorative, domestic, and feminine. Imag-
es of flowers, children, home and animals were commonly employed in 
a decorative visual style that drew on folk art or fashion illustration and 
depended on simplified forms and colours. On the other, as the bounda-
ries between home life and work became increasingly blurred and private 
life took on new public forms (in advertising, magazines, fashion and the 
cinema, for instance) the opportunities afforded by modern commercial 
culture meant that women contributed to a feminisation of the public 
sphere: forging a visual culture of feminine modernity – and a feminine 
imagination - that put an alternative set of values, qualities and concerns 
at the heart of public life.



Amy E. Elkins | “Fragmentation Imagination”: Collage, 
Embodiment, and Ali Smith’s Modernist Media

This paper examines the work of Scottish writer Ali Smith alongside mod-
ernist conceptions of art, craft, and the body. Starting with the Blooms-
bury Group and the Omega Workshops, I map the cornerstones of Brit-
ish craft in the early-20th century in order to establish how the body 
and politics come together in material culture. Domestic art and design 
during this period embraced seemingly opposed aesthetic categories. 
For example, the geometric and the handmade often exist side-by-side; 
surface and depth function as both physical and conceptual phenomena; 
and a paradox of tradition and queerness surround similar subjects. In 
analyzing these distinguishing features of British art and craft, I reveal 
how later writers draw on these aesthetic hallmarks, engaging with visual 
and material culture in their work.

My project suggests that these visual elements of modernist media in-
form the manner in which Ali Smith represents the domestic arts in her 
fiction. In How to be Both and Autumn, Smith calls on the media of 
fashion, fresco painting, and collage to capture and express how differ-
ent approaches to embodiment become enmeshed in political projects. 
Smith engages with an impressive historic range of art and craft media, 
and in the process, she also juxtaposes the old with the new, the modern 
with the midcentury, the timeless and the distinctly contemporary. By 
bridging the histories of modern and contemporary art and literature in 
my work, I aim to focus our attention on how writers use craft to embody 
trauma, sexual desire, and dissent in a longer historical framework. This 
methodology follows the New Modernist Studies in literature and lan-
guage, which insists on expanding our critical categories with the goal 
of greater breadth, depth, and interdisciplinarity. In my presentation, I 
argue that the political, from the Dreadnought Hoax to Brexit, shapes 
how Smith (and other women writers) conceive of craft as a radical space 
of remaking, innovation, and critique.

PANEL FIVE: 
REVEALING/CONCEALING

 
PARALLEL – 3:15PM-4:30PM:



Eret Talviste | The embodied aesthetics of place in Jean 
Rhys’s Voyage in the Dark and Wide Sargasso Sea.

In this paper, I focus on Jean Rhys’s work, and how she uses imagery 
from Dominica, the West Indies, to ‘decorate’ her third novel, Voyage in 
the Dark (1934), and her last novel, Wide Sargasso Sea (1966). I read her 
novels through the lens of contemporary affect studies and propose that 
her aesthetics in both novels represent the affective contrast between 
the two worlds: that of England, and that of the West Indies. Such juxta-
position is possible only through acute detail to embodied, sensory, and 
affective experience in both worlds. 

That is, Rhys portrays the contrast between England and the West Indies 
by using the first-person narrator to give an account of his or her lived 
experience. It is only through her characters’ sense of being embodied 
in England or the West Indies that the difference between the two places 
becomes clear. Critics since Henrik Mossen have pointed out that al-
though England and the West Indies are indeed contrasted in Rhys’s nov-
els, the underpinning systems, people’s intentions and the pre-determi-
nation of one’s fate, is the same in both places. The difference between 
the two worlds is thus not primarily a difference on the ideological level 
(although it is there too), but rather a difference in how the places feel. 

In this sense, Rhys presents us with an epistemology of embodiment. The 
detailed focus in Wide Sargasso Sea on nature, weather, flowers, forest 
paths, animals, furniture, and various other objects presents material life 
in its own right, and people’s strange and close relationship to this ma-
teriality. In Voyage in the Dark, the parks, streets, houses, and rooms of 
England that Anna inhabits also determine how she feels and what she 
thinks of England. Importantly, images of England in Voyage are always 
haunted by glimpses of memories from the West Indies. Rhys’s characters’ 
knowledge and impressions of the place where they live thus depend on 
their being embodied in and in close touch with the environment of that 
specific place. Positing embodiment as the primary source of knowledge 
is a critique of Cartesian disembodied epistemology, and can be read as 
a part of Rhys’s feminist and modernist aesthetics, ethics, and politics. 
      
      



Alix Beeston | Cahun vs. Dalí: 
Collaging the Female Subject

This paper considers the collaborative practices of assemblage that de-
fine the work of the modernist photographer and writer Claude Cahun, 
alongside her lover and creative partner Marcel Moore. It attends espe-
cially to Aveux non avenus, the book Cahun published with Éditions de 
Carrefour in 1930, which combine photomontages with private letters, 
poems, diary entries, and previously published essays. This is an exer-
cise in “un genre indéterminé,” to borrow the description of angels in 
the book, that is also authored and populated by such uncategorisable 
types. In examining Cahun and Moore’s visual archive of the female self–
other as a limitless series of socially constituted—and therefore dispos-
able—visages, this paper pits Portrait de Mademoiselle X, one of the 
photomontages in Aveux non avenus, against another Surrealist collage 
of female faces and body parts: Salvador Dalí’s Le phénomène de l’ex-
tase, a 1933 paean to female hysteria composed from the file of the 
nineteenth-century neurologist Jean-Martin Charcot. Dalí’s image rede-
ploys a psychiatric iconography produced by a policing, positivist gaze, 
steeped in emphatically gendered theatrics, and, ultimately, aligned with 
the phallocentrism of the Surrealist cult of desire. Yet this overdeter-
mined seduction scene is one in which masculine and feminine subject 
positions are liable to merge or invert, as the gaze of the male physician 
and the male artist is implicated within a circuitry of erotic power. 

In Cahun and Moore’s Portrait de Mademoiselle X, the distinction be-
tween male and female and between subject and object breaks down 
completely. This collapse is mirrored in, and preconditioned by, the con-
founding relations of the artist and her lover–collaborator. As Cahun de-
clares, in Aveux non avenus, “My lover will not be the subject of my 
drama; s/he will be my collaborator,” and as Portrait de Mademoiselle X 
fragments and serialises Cahun’s face and body in order to scatter read-
ings of the female self, Cahun and Moore’s synergistic art practices cri-
tique the masculinist and heteronormative culture of the Surrealist circle



PANEL SIX: 
DISRUPTIVE MEDIUMS

 
PARALLEL – 3:15PM-4:30PM:

Sarah Handelman | Lavishly Dissident: 
The Short-Lived Radicalism of Eros and Flair’

When Flair magazine was launched in 1949 ‘all hell broke loose’. The 
issue quickly sold out, with readers drawn to an article printed in invis-
ible, heat-sensitive ink, an original poem penned by Jean Cocteau and 
an elaborate two-part cover with a die-cut hole revealing a couple in an 
amorous embrace. The brainchild of the editor Fleur Cowles, Flair was 
one of the most daring magazines ever conceived. Nothing could truly 
compete with the extravagance of Flair until 1962 when Ralph Ginzberg 
launched Eros, a quarterly journal ‘devoted to love and sex’. The inau-
gural issue featured a rare erotic Florentine playing card hand-tipped 
into the cover, an article on the male prostitutes of Bombay and an orig-
inal photo essay by Garry Winogrand. Like Flair, Eros was simultaneously 
adored and abhorred, and like Flair it met the same fate when it closed 
after just one year.This paper will look at how Flair and Eros embodied 
a different kind of editorial ethos to their newsstand competition. These 
magazines were no longer simply vehicles for advertising or represent-
ative of a set of wider, populist postwar American ideas, but objects in 
themselves, both medium and message. Uncompromising in their vision 
and unapologetically elitist, neither editor was interested in persuading 
suspicious audiences or writers.

But by eschewing economic logic to disseminate a certain kind of aes-
thetic purity, both magazines were doomed from the start. Flair’s printing 
costs were three times more than its cover price, and as an advertis-
ing-free publication Eros relied solely on expensive subscriptions. Yet 
when it came to their demise, money was not entirely to blame. Instead 
it was an allegiance to the intellectual that was viewed as anathematic 
to everything supposedly democratic in American publishing. Potential 
advertisers ‘allergic to femininity and effemininity’ were advised to divert 
funds away from Flair. And despite its exquisite production quality, Gin-
zberg’s quarterly provoked America Magazine to vehemently announce, 
‘We feel sick over Eros. It is noxious. It deserves strong public protest. It 
is a disgrace to the whole field of magazine publication.’ Indeed, what 
cost them dearly – and, equally, what would make each magazine so 
ahead of its time – was Cowles’ and Ginzberg’s lavish opposition to the 
status quo, not only in terms of what a readership expected, but also in 
their confrontation of what a magazine could be. 



Tashi Petter | ‘I am not modern’: Lotte Reiniger’s 
decorative silhouette films in the 1920-30s

This paper will focus on the highly decorative silhouette films of Lotte 
Reiniger - the important but neglected pioneer of silhouette animation 
and director of the earliest surviving animated feature in cinema history, 
The Adventure’s of Prince Achmed (1926). Despite these achievements 
and a sixty-year career in independent filmmaking, Reiniger has been 
historically marginalised within film scholarship and largely forgotten in 
modern popular culture, particularly in the UK where she lived as a Ger-
man-speaking émigré for most of her life.

Combining traditional handicraft with experimental animation, Reiniger’s 
handmade films are rooted in the ancient forms of shadowplay and sil-
houette portraiture, thus occupying a curious position in the context of 
European modernism. A friend (and often collaborator) of many other 
prominent modernists including Berthold Brecht, Walter Ruttmann and 
H.D., Reiniger’s films draw on many of the motifs and characteristics we 
associate with the movement, including fragmentation, self-reflexivity 
and stylistic innovation. However, just as Reiniger herself claimed in a 
late interview - ‘I am not modern’ - her penchant for fantasy, obsession 
with the archaic narratives of folklore and her seeming reluctance to en-
gage with contemporary politics has deemed her ‘not modern enough’ 
(to borrow from the title of Marsha Meskimmon’s important study of Ger-
man women artists and modernism). 

William Moritz has suggested that ‘silhouette films constitute for Reiniger 
a kind of feminist validation of a women’s folk art form’.  Just as Reiniger’s 
contemporary Hannah Höch reclaimed the kitchen knife in her seminal 
photomontage work, Reiniger’s silhouette films transform the ‘women’s 
work’ of paper-cutting into a distinctly modern and aesthetically radical 
medium. The self-taught animator produced almost all of her works from 
a simple home-studio using the most basic of materials - scissors, paper 
and wire. My paper will also refer to Reiniger’s ‘sponsored’ silhouette 
work in this period, including her commissions for the GPO Film Unit in 
the UK, therefore an extension of her ‘domestic’ filmmaking practice into 
the male-dominated spheres of advertising, education and information 
films.



Beth Dincuff Charleston | Beneath the Surface: 
Gloves by Schiaparelli and Oppenheim

Elsa Schiaparelli an innovative fashion designer who forged a unique 
relationship between art and fashion in the first half of the 20th century. 
As both a couturier, (an official member of the Chambre Syndicale de la 
Haute Couture) and a Surrealist, Schiaparelli’s art/clothing was depend-
ent upon a precise balance between  the unreal and  the practical. Her 
raw material was fabric, both common and extraordinary – she frequently 
developed original prints and worked with fabric houses on experimental 
weaves and textile treatments. Her tools were pins and needles, scissors 
and an educated, imaginative mind.  Schiaparelli’s designs were could 
hold their own when mixed with other fashions or when acting as the sole 
ornamentation of the female form, though the designer’s talent was most 
apparent when the client’s body was turned into an assemblage; with 
gown or suit, gloves, jewelry and hat a la “Schiap”.  

Schiaparelli used accessories, perhaps even more than clothing, as a 
foil for her Surrealist sensibilities, sometimes in combinations that chal-
lenged the viewer’s understanding of clothing and beauty. Gloves and 
often featured prominently in her collections. She designed gloves with 
rings embroidered  trompe l’oeil on their fingers; a pale flesh pink pair  is 
ornamented with ruffles positioned  to mimic open wounds. In Schiapa-
relli’s collection for winter 1936–37, she produced suede gloves in both 
black and white, with red snakeskin fingernails to replicate human hands. 
These gloves were worn with suits with pockets that looked like miniature 
bureau drawers, designed in collaboration with Salvador Dali. 

Meret Oppenheim who was commissioned to design accessories  by the 
House of Schiaparelli early in her career was interested in gloves as can-
vas from her days as a Parisian art student. Her fur covered gloves for 
Schiaparelli can be seen as continuation on theme from her fur lined tea-
cup, as can her Fur Gloves with Wooden Fingertips (1936).  Oppenheim’s 
veined gloves, which she created and recreated throughout her career 
and simultaneously reveal and conceal the wearer’s hands will also be 
discussed.



PANEL SEVEN: 
CONTEMPORARY RESPONSES TO 

MODERNIST CRAFT 

PARALLEL – 4:45PM-6:15PM

Alison Mayne | Hacking the Russians: Experiments 
in remaking the dresses of Nadezdha Lamanova 

Nadezdha Lamanova and illustrated by Vera Mukhina, where an ex-
periment in constructing garments from historical patterns was recon-
textualised through approaches rooted in the 21st century ethics of 
sustainable fashion. Lamanova’s designs claimed clear links to Mod-
ernism and Bolshevik Constructivism through angular lines, geomet-
ric patterns and a bold colour palette of grey, white, red and black.  
In addition to identifying a new nation through clothing, Lamanova 
and Mukhina celebrated the creativity of the amateur dressmaker, re-
lying on their tacit knowledge of adapting and making by hand in de-
fiance of the capitalist consumption of the bourgeois fashion industry. 

Inspired by Dr Amy Twigger-Holroyd’s theory of a fashion ‘commons’ and 
Dr Serena Dyer’s work in experimental reproduction of remaking histor-
ical garments, two of Lamanova’s dress designs were recreated by the 
researcher. Such a methodology focuses on making as a tool to explore 
the sensory experience of the working processes of domestic amateur 
makers in early Soviet Russia. Through reflections on remaking in craft-
ing a toile and finished garments, interactions between pattern fac-
simile and tactile fabric have been used to weave connections with the 
principles of folk art and modernist, Bolshevik design for the masses.   

Transferring 2D designs to fluid 3D garments highlighted the freedom and 
movement promised by women’s equality and identity in the post-revolu-
tionary regime, with the drape and flow of fabric echoing that of Mukhi-
na’s sculpture in Peasant Woman and Worker and Collective Farm-Work-
er. Reflections were made on the role played by material adapted and 
reused, taking textiles imbued with traditional or personal significance to 
create a new garment valued in a different way. The Modernist dresses, 
worn in presentation by the researcher, act as a way of understanding 
that the tensions between fashion as expression or oppression are still 
current and also function as a material reminder of the equality work still 
to do in gender and geo politics.



Claire Buckley | 1 Year of Stitches 2017 with Mrs 
Archibald Christies ‘Samplers and Stitches’

1 Year of Stitches 2017 is an international project conceived to get peo-
ple to stitch every day. There no rules apart from posting each week to 
the1 Year of Stitches Facebook group, which has over 3,000 members. I 
stitch each day with an arm’s length of thread.
 
The research work is based on the classic embroidery book ‘Samplers 
and Stitches; a handbook of the embroiderer’s art’ by Mrs Archibald 
Christie first published in 1920; I am using the 4th edition from 1948. 
In the preface she states of stitches ‘So it seems desirable in times like 
the present, that these should be collected and placed on record, and 
in some measure be brought up to date’. Her approach to stitch is ex-
perimental and leads to the development of new designs. ‘The aim of 
the text book, is not of ancient, but of modern embroidery and design’. 

In spite of the use of her husband’s name as author, Grace Christie was 
influential in the development of modernist design approaches in her 
role as Embroidery tutor at the Royal College of Art. My daily stitches for 
the project explore the approaches to stitch and design in this book. I am 
expanding the range of embroidery stitches in my repertoire through this 
extended daily practice with a different stitch each day working through 
each chapter in turn. The stitching is on cream linen fabrics with green 
and purple embroidery threads. These are colours I enjoy as well as be-
ing emblematic of the Suffragette movement. The designs evolve as I 
stitch rather than having a set design or pattern to follow. My aesthetic 
is of flowing, undulating and circular forms and I use the stitches to en-
hance their own qualities. 



Saskia McCracken | Virginia Woolf’s Plumage 
Politics and Merle Patchett’s 2011 Fashioning Feathers Exhibition

In this paper I will discuss the politics of the decorative feather trade 
as portrayed in Virginia Woolf’s 1920 essay ‘The Plumage Bill’, and in 
the 2011 exhibition which responded to her work: Fashioning Feathers: 
Dead Birds, Millinery Crafts and the Plumage Trade. This exhibition, cre-
ated by Merle Patchett, ‘explores the complex geographies of collection, 
production and consumption behind the making of ‘feather fashions’’ 
(Patchett 2011). The exhibition featured artworks by Kate Foster and An-
drea Roe, including as hats mounted by dead birds. The Plumage (Prohi-
bition) Bill debate raged in the UK from the 1860s to 1921, when the bill 
finally passed, banning the import of exotic feathers. What can Woolf’s 
essay ‘The Plumage Bill’ tell us about the relationship between ‘injustice 
against women’, imperialism, and working with feathers and bird bodies? 
What can Patchett’s exhibition, which builds on Woolf’s narrative essay, 
tell us about contemporary engagement with these issues? This paper 
places Woolf’s essay in the context of the global trade in fashion feathers, 
and what historian Antoinette Burton calls ‘British Imperial Suffragism’. 
I argue that Woolf and Patchett are dissident women, who use decorative 
feathers to trouble the politics of anti-(neo)imperialist, feminist, and con-
servationist discourse, both in the twentieth and twenty-first centuries. 



Terri Mullholland | Single Rooms, Single Women, and 
Striped Wallpaper that ‘Made Her Head Ache Worse’: 

Living with the Decoration of Others in Jean Rhys

In this paper I examine the representation of single rooms in Jean Rhys’s 
novels After Leaving Mr Mackenzie (1930) and Good Morning, Midnight 
(1939). From the decaying grandeur of cheap Parisian hotels to the chintz 
and bedpans of Bloomsbury boarding houses, I consider how the furnish-
ings and decoration of their rooms shape the lives of the women who in-
habit them and how these narratives reflect the wider spatial, economic, 
and sexual constraints placed on women living alone in the city.

When Julia Martin moves into a new hotel room in Jean Rhy’s novel After 
Leaving Mr Mackenzie, she is confronted with fantastical wallpaper de-
picting ‘a strange, wingless creature, half-bird, half-lizard’ perched on a 
branch that ‘sprouted fungus and queerly shaped leaves and fruit’. Julia 
finds this ‘not sinister but cheerful and rather stimulating’. Sasha Jenson, 
the heroine of Good Morning, Midnight, is also introduced to the reader 
through her rooms. Sasha leads a similar life to Julia, inhabiting a series 
of temporary rooms in Paris and London with various décors, from rooms 
‘crowded with red plush furniture’ and ‘rose-patterned wallpaper’, to a 
room on the Boulevard Magenta, with ‘the dark red, dirty carpet’

In her exploration of the housewife as modern artist in turn-of-the cen-
tury Paris, Lisa Tiersten argues that the ‘decorating handbooks and mag-
azine columns so emphasized the need for aesthetic harmony and uni-
ty between the woman and her home that the body of the bourgeois 
housewife became an integral part of the interior’. Rhys’s characters are 
far from the ideal of the bourgeois housewife and make no attempts 
at homemaking or appropriating their surroundings – for them transfor-
mation exists only in fantasy – yet they are created and defined by the 
various anonymous rooms through which they pass and which, in turn, 
become inscribed upon their bodies and identities. 

PANEL EIGHT: 
LIVING WITH DESIGN

PARALLEL – 4:45PM-6:15PM



Alex Goody | ‘”If we cant be cordial / to these creatures’ fleece’” 
Marianne Moore on Fur, Fashion and Decorative Modernism.’

Marianne Moore is often described as a difficult and idiosyncratic mod-
ernist, while her later status as a public poet (speaking on the radio, 
devising names for new Ford car models and publishing regularly in the 
New Yorker) has complicated her relationship to the high modernist can-
on. Moore’s interest too in decorative arts and mass cultures, and the 
sourcing of her poetry in a variety of cultural fragments, position her 
within the dissident intersections from which a variety of fellow women 
modernists (such as Mina Loy) crafted their poetic.

This paper examines Moore’s poetry on decoration, fashion and com-
merce, focusing on ‘New York’ (1921) and the later New Yorker poem ‘‘The 
Artic Ox (Or Goat)’ (1958). Both poems foreground questions about the 
relationship of decoration and derivation to autotelic modernist art and 
the autonomous individual, articulated through motifs of fur and animal 
hair in women’s fashion. As this paper argues, in ‘New York’ Moore uses a 
focus on fur to examine the role of surface and the penetration of surface 
into the exterior world. As a skin, a tactile surface, in the words of the 
poem ‘long guard-hairs waving two inches beyond the body of the pelt’, 
fur marks an uncertain boundary between natural and cultural meanings. 
Taken from animals and formed into a couture marker of wealth fur func-
tions as an assumed or artificial bodily surface, a surface that extends to 
touch the outside world. What Moore seems to offer as an alternative is 
a productive harmony of decoration, subjectivity and animal that would 
redraw the intersections between the human and non-human.



Cristiana Pagliarusco | Sewing the Shapes, 
Sowing the Seeds of an Icon: Georgia O’Keeffe

After the recent success of the travelling exhibit “Georgia O’Keeffe” at 
the Tate Modern in 2016, the American Modernist painter is the protag-
onist of a fascinating show curated by pioneering Art History Professor 
Emerita Wanda M. Corn at The Brooklyn Museum, as part of A Year of 
Yes: Reimagining Feminism at the Brooklyn Museum project. “Georgia 
O’Keeffe: Living Modern” will travel to The Reynolds House Museum of 
American Art in North Carolina, and to the Peabody Essex Museum in 
Massachusetts until April 1, 2018. By exploring O’Keeffe’s skillfully sewed 
wardrobe, her researched style, Corn reveals the way the painter craft-
ed her public iconic image.This paper intends to show how far O’Keef-
fe has sowed the seeds of her aesthetic message expanding not only 
the boundaries of Modernism, but encouraging a copious community 
of women to use art as a means to dissent from gender stereotypes and 
cultural taboos. The study is supported by Corn’s volume Living Modern 
(2017), by Marsden Hartley’s collection of essays Adventures in the Arts: 
Informal Chapters on Painters, Vaudeville and poets (1921), and by the 
words and works of female activists like Kuwaiti-Syrian multimedia artist 
Shurooq Amin, Indian poet Sujata Bhatt, and Egyptian academic poet 
Iman Mersal. O’Keeffe’s fusion of Eastern and Western worlds, marked 
by the clear cut lines of her paintings as well as by the clothes she de-
signed and at times sewed, rematerialize in Amin’s floral, ekphrastic se-
ries “We’ll Build This City on Art and Love,” in Bhatt’s poetic cry for 
a peaceful transnational planet in the poem “Cow’s Skull – Red, White 
and Blue,” and in Mersal’s contemporary interpretation of the American 
dream in “A Ladder to the Moon.” The attitudes and works of these fe-
male artists/poets/activists embody the current spreading of the seminal 
ideas that O’Keeffe harmoniously sewed and sowed in her long-life ca-
reer: courage, beauty, and resistance.




