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The magazine
With 142,000 readers nationwide, Art Quarterly is one of the 
most respected and valued magazines on art in the UK. 
It provides insightful and accessible content and comment 
on art and artists, galleries and museums, and the works they 
show and hold in their collections, inspiring readers to see 
more art more often.

Published four times a year by Art Fund, the national charity 
for art, Art Quarterly is one of the essential benefits of 
becoming an Art Fund member.

Each issue looks forward to what’s happening in the coming 
months around the UK and beyond, and comments on 
cultural events and issues. It includes in-depth features, 
interviews, conversations, exhibition previews, book reviews, 
collector profiles, news and opinion by writers, critics, 
commentators and experts in the field, as well as information 
about works of art that the charity has helped museums and 
galleries add to their collections.

Readership/audience
– 142,000 readers nationwide – a well-educated, informed 

and articulate audience who actively enjoy seeing and 
collecting art, and visiting galleries and museums

– 88% of readers visit cultural attractions five or more times 
a year

– Readers are interested in a wide range of art and design, 
plus books, theatre and cultural events, travel, and equities 
and investments

– 64% of readers live in London and the South East and 36%
live across the rest of the UK

– 64% of members are aged 26-65, 17% are 18-25 and 19%
are 66+

– 58% of members use Art Quarterly to plan visits to 
galleries, museums and historic houses

Distribution
Art Quarterly is mailed directly to the homes of all 
Art Fund members in the UK and internationally. It is also 
distributed to high-level arts donors; museum and gallery 
directors and professionals; and companies, including 
architectural practices, fashion houses, financial services 
and creative industries.

CR
ED
IT
LI
NE
IN
HE
RE

CO
UR
TE
SY
TH
E
AR
TI
ST
AN
D
ST
EP
HE
N
FR
IE
DM
AN
GA
LL
ER
Y.
PH
OT
O
©
JO
NT
YW
IL
DE
,C
OU
RT
ES
YY
OR
KS
HI
RE
SC
UL
PT
UR
E
PA
RK
.©
LE
IL
AH
BA
BI
RY
E.
CO
UR
TE
SY
TH
E
AR
TI
ST
,S
TE
PH
EN
FR
IE
DM
AN
GA
LL
ER
Y,
LO
ND
ON
AN
D
GO
RD
ON
RO
BI
CH
AU
X,
NE
W
YO
RK
.P
HO
TO
:M
AR
K
BL
OW
ER

Art Quarterly Summer 2024 29

Left: Leilah Babirye,
Nagirinya from the Kuchu
Ngo (Leopard) Clan,
2021; facing page:
The artist in her
exhibition ‘Obumu
(Unity)’ at Yorkshire
Sculpture Park, 2024

Leilah
Babirye

Sculpting
strong
bonds of
community

Ellen Mara De Wachter speaks with the artist and LGBTQ+
activist about her exhibition at Yorkshire Sculpture Park,
the presence of materials and the power of togetherness
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the Norton SimonMuseum in Pasadena, and
is a huge loan.We also have The Garden of the
Asylum in Saint-Rémy (1889), paintedwhile
Van Goghwas being treated after his first
majormental breakdown. In this and similar
works,we see him turning the asylum’s
overgrown grounds into a garden of love.

DT:With reproductions ofVanGogh’s
works so prevalent,what dowe still
get fromexperiencing his original
paintings and drawings?
CR:The physicality of theirmaking –

which, of course, hardly registers in a
reproduction – is a very important point
of access.These are three-dimensional
objects.Theyhave a depth, texture,
movement and colour that goes above
and beyondwhat’s being depicted.

DT:WhydoesVanGogh, and the art
hemade across his lifetime, continue
to have such enduring appeal?
CR: It’s a greatmystery that this person,
who had hardly any success in his life,
literallywithin 15 years, became one

of themost famous artists on earth. I think
hisworks invite a kind of empathy that is
almost unique among his contemporaries.
Whenyou look at aVan Gogh picture
you can empathisewithwhat he’s going
through, as itwere, to get the paint down
onto canvas – the exaggeration, the emotion
– and that continues to resonate very
stronglywith audiences.

nationalgallery.org.uk
50%off paid exhibitionswith
NationalArt Pass

Left: Olive Trees
with the Alpilles in the
Background, 1889;
above: Sunflowers, 1888
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VanGogh: Poets and Lovers
14 September to 19 January 2025
TheNational Gallery in London continues
its bicentenary celebrations this autumn
with amajor exhibition dwelling on the
extraordinaryand innovative bodyofwork
thatVincent vanGogh (1853-90) produced
in the South of France between 1888
and 1890. ‘VanGogh: Poets and Lovers’
shows how integral the poetic imagination
and ideas associatedwith love are to
these pictures, inwhich both people
and places are transformed by the artist
into archetypes and idealised spaces.
DavidTrigg speaks to the exhibition’s
co-curator, ChristopherRiopelle.

DavidTrigg:This is theNational Gallery’s
first exhibition devoted toDutch artist
Vincent vanGogh.Whynow?
ChristopherRiopelle:One of the
incentiveswas the centenary of the gallery’s
extraordinary acquisition of Sunflowers
and Van Gogh’s Chair (both 1888).My
co-curator, Cornelia Homburg, and I both
felt that therewas still a great deal to say
about the crucial period inwhich these
workswere created. Itwaswhile living in
Arles and Saint-Rémy-de-Provence thatVan
Gogh really entered into his fullest creativity.
Therewas also aworry that his story had
been slightly overtaken by the psychodrama
and sowewanted to show that there are
otherways to look atwhat hewas hoping
to achieve in the South of France, and other
things driving him than just hismental state.

DT:Howdoes the exhibition explore
the theme of poets and lovers?
CR:WhenVan Gogh arrived inArles,

he found a scrappy little park in front of the
YellowHouse,which, in hismind, became
a poet’s garden.The first picture in the
exhibition is of that garden, flanked by two
portraits of local men: one a painter friend
he calls ‘The Poet’ and the other a soldier
he calls ‘The Lover’.And so he sets up these
archetypal figures and places that he
basesmanyof his pictures on.The theme
of poets and lovers runs throughout the
show, changing as his range of influences
and acquaintances expanded.

DT:What are some of the significant
once-in-a-generation highlights that
visitors should look out for?
CR: In the South of France,Van Goghwas
not somuch thinking in terms of individual
pictures as in groupings. In a letter sent
to his brotherTheo inMay 1889, hemade
a sketch depicting a triptychwith one
of his nurse-maid portraits, La Berceuse
(1889), flanked by two Sunflower pictures.
We have recreated this grouping thanks to
the generosity of theMuseumof FineArts,
Boston,which is lending us its Berceuse, and
the PhiladelphiaMuseum ofArt,which, for
the first time ever, is letting its Sunflowers
(1889) travel outside the US.There aremany
pictures like that,which have not been seen
before except in their home institutions.

DT:Withmany rarely seenworks in the
exhibition,which areyoumost pleased
to have secured?
CR:Among them is The Peasant (1888), a
portrait of aman named Patience Escalier,
from theArles region,who againVan Gogh
elevates into an archetype of ‘a poor old
peasant’.That has never been lent from

It was while living in Arles
and Saint-Rémy-de-Provence
that Van Gogh really entered
into his fullest creativity

Left: Vincent van Gogh,
The Bedroom, 1889

National Gallery, London

Up close with Van Gogh
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Below: Yinka Shonibare CBE RA,
pictured with public art commission
Hibiscus Rising, 2023, Leeds

Art Partners
events update
Art Partners are a group of Art
Fund’s closest supporters. Their
support helps us to invest in a wide
range of museum activity and in
return they enjoy special events
bringing them closer to the
collections, curators and artists
in Art Fund’s network. Art Partners
recently visited Portsmouth
Historic Dockyard and Chiswick
House & Gardens. Future events
include a private exhibition tour
by Yinka Shonibare CBE RA and
a trip to Birmingham and the West
Midlands. For information contact
Claire Noakes at cnoakes@
artfund.org or on 020 7225 4830
or visit artfund.org/artpartners

Art Fund Annual
General Meeting
Art Fund members are warmly
invited to the 2024 AGM, at 5pm
on Thursday 20 June. For the first
time this year, the meeting will be
held online to allow members to
take part from wherever they are
across the UK. Members can
also join in person at 2 Granary
Square, London. The meeting
will include an interview with our
retiring chair, Lord Chris Smith.
Register your attendance at
artfund.org/agm by 14 June.

Museum tax relief
advocacy success
Thanks in part to advocacy, by Art
Fund and others, the Museums
and Galleries Exhibition Tax
Relief has been made permanent.
The tax relief has supported 6,430
exhibitions at museums across the
UK since it was introduced in 2017,
amounting to an investment of
£59 million. It had been due to
expire in 2026, but the Chancellor
announced the change in policy as
part of his spring budget in March.

New Art Fund
chair announced
Art Fund is delighted that Sandy
Nairne CBE will succeed Lord
Smith of Finsbury as chair of
trustees this autumn. Nairne has
an impressive 45-year career in
museums, including senior roles
at the National Portrait Gallery,
Tate and the Arts Council of Great
Britain. Art Fund is hugely grateful
to Chris Smith, who has led the
board since 2014 and retires on
completion of his 10-year term.

For more Art
Fund stories and
how to support
Art Fund’s work,
go to artfund.org/
donate

thewebsites ofAutograph and
Art UK inApril.Teachers are
encouraged to beginwith
activities that involvemaking
artworks, before introducing
the photographs for discussion.
‘One activity is towork in pairs
and drawa portrait of your
partnerwithout looking at
the paper,’ explains Hockings.
‘Perhaps the biggest thing about
the resource is the space it
creates to push back against the
teacher/student hierarchy, so
the teachermight not know the
answer and there is room for
creativity and empowerment.’

The 100 photographs in the
resource are a richmix of artists’
pictures and social documentary
images. Examples include
Ajamu’s Bodybuilder in a Bra
(1990),AnthonyLam’s Latif’s
Family, and eight of Bandele
‘Tex’Ajetunmobi’s photographs
of interracial couples and friends
in London in the 1960s and
1970s. Students are invited to
respond to these pictures by
discussing questions such as
‘Where are the people from?’,
‘Where do they live?’, ‘What year
is it?’ and ‘What kind of cultural
community do they belong to?’
Race is just one of the topics
thatmight emerge from these

questions. ‘It’s about identity in
all its forms,’ says Hockings.
‘Part of the discussionmight
well be about how race, gender,
class anddisability interconnect.’
The resource is also intended to
nurture curiosity, raise visual
literacy and encourage students
to interrogate pictures.

The 2022 round ofArt Fund
Reimagine grants (of between
£10,000 and £50,000) inwhich
Autographwas successful had
a focus on creative projects
that supported organisations
to rethink approaches to
engagement. InAutograph’s
case, the grant helped to pay
for the freelance contributors
and for the outcome to be
professionally evaluated.
‘Itwouldn’t have been able to
happenwithout theArt Fund
grant,’ says Hockings. ‘It meant
wewere able to employ the
artists, providematerials for
the sessions, and build the
section on ourwebsite. It gave
us time and space to develop
the resource inventively andwe
learned somuch in the process.’

‘Seeing Differently:
LearningTogetherThrough
Photographs’ is available at
autograph.org.uk and artuk.org
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Race, representation and
identity are nowa central part
of the curriculum in UK schools,
yetmany teachers still struggle
to find effective tools to help
them plan classes in this area.
In a pioneeringmove to fill
this gap,Autograph gallery in
London has partneredwithArt
UK, supported by a Reimagine
grant fromArt Fund, to produce
a newdigital learning resource.

Titled ‘Seeing Differently:
LearningTogetherThrough
Photographs’, the resource
has been developed through
a series ofworkshops and
teaching sessions conducted
by a team of educators and
artists. ‘We’vemade resources
before, but they’ve always been
in a physical format,’ explains
Autograph’s engagement curator
Jolie Hockings. ‘We’re really
excited that this one can be
accessed regionally and
globally online, and for free.’

Autograph dates back to 1988,
when it started under its original
name as theAssociation of
Black Photographers. It has since
grown to become a campaigning

Images
exploring
identity
AnArt Fund
Reimagine grant
has supported
a collaborative
teaching resource,
usingAutograph’s
photography
collection,writes
Marcus Field

Above: ‘Seeing Differently’ workshop,
Autograph, 2023; above, right: Syd
Shelton, Barry Forde Band jamming with
the Leyton Buzzards, 1979; facing page:
Bandele ‘Tex’ Ajetunmobi, from the
series East End Portraits, 1950-80

organisationwith its own
collection and gallery space,
both ofwhich are dedicated
to championing thework of
photographers and filmmakers
who highlight issues of race,
representation and social justice.
The collection,which holdswork
by leading contemporary artists
including JoyGregory, Sunil
Gupta andMónicaAlcázar-
Duarte, aswell as by social-
documentary photographers
such as Syd Shelton andVron
Ware, forms the backbone of
the newonline resource.

The process ofmaking
‘Seeing Differently’ beganwith
an 11-strong team of teachers
from primary and secondary
schools, researchers and two
artists,whomet inworkshops
to challenge the established idea
ofwhat constitutes a resource.
‘Wewanted to create something
thatwould reallymake a
difference,’ says Hockings.
‘So,wewere thinking about
diversifying the curriculum,
not just in art but in other
subjects like history and
citizenship too, and looking at

Backing museums

the issues facing young people
today.Underpinning it allwould
be our collection,which is
incredibly diverse and includes
photographers and artistswho
have beenmarginalised or
excluded from themainstream
narrative, aswell asmoments
in history that are often left out.’

Following theseworkshops,
the two artists, Ella Phillips and
Daniel Regan, led trial sessions
in schools nearAutograph’s east
London location. Students
ranging in age from seven to
18 (Key Stages 3-5) took part,
testing out activities and
responding to photographs
fromAutograph’s collection.
‘The comments fromYear
Four students and the freedom
and curiosity they showed
was often very exciting,’ says
Hockings. ‘Although sometimes
the sixth-form studentswere
second-guessingwhat they
thought they should say.’

Out of these sessions
emerged the range of activities
and selection of photographs
contained in the completed
resource,which launched on
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Opinion

How could
museums
lead on AI?
Byusing their status
as trusted institutions,
experienced in safeguarding
and cataloguing collections
and sharing knowledge,
writesMathilde Pavis

The launch of online tools such as the
chatbot ‘ChatGPT’ in 2022 brought the
existence of advanced computer programs
known as ‘GenerativeArtificial Intelligence’
to public consciousness.The phrase
‘GenerativeAI’ refers to a sub-category of
AI technologies capable of completing tasks
usually associatedwith human intelligence
such aswriting new text, translating content
or identifying objects in images.

While 2022 is often referred to as the year
of birth ofmodernAI, heritage organisations
had started exploring the potential uses
of the technology long before this date. For
instance, in 1997, researchers collaborated
with the National Museum of Scotland to
improve visitors’ navigation of its digitised
jewellery collections usingAI-powered
computer systems. Since then,more heritage
organisations throughout the UK, large
and small, have joined in experimenting
withAI to advance theirmissions.

Current practice reveals that heritage
organisations could useAI to support three
main areas ofwork: general operations,
collectionsmanagement and visitors’
experience. In each area, themain benefit
is efficiency gained by completing certain
tasks quicker orwith fewer resources. For
example, the National Museum of the Royal
NavypilotedAI to standardise the catalogue
data of image collections to improve their
searchability.The National Library of
Scotland has used off-the-shelf AI tools

to caption videos and transcribe live events
tomake audiovisual content accessible to
awider audience.And the BritishMuseum
has usedAI to producemore insightful
analyses of visitors’ feedback. Experience
shows thatAI tools perform relatively
well on narrow, repetitive tasks (such as
extracting keywords from pre-selected
text), and continue to require human
oversight to ensure results are accurate.

So far, the take-up ofAI byheritage
organisations has been careful, slowand
steady,which brings a refreshing contrast
to the frantic pace of development of the
technology in other sectors.There are good
reasons formuseums to adopt a ‘watch and
learn’ approach. First, the heritage sector
has learned from two decades of digital
transformation that digitising everything, or
in this case ‘AI-ing’ everything, is not always
an appropriate course of action. Some
collections are best experiencedwithout
the intermediation of a screen ormaybe too
sensitive to digitise and share online, aswith
ancestral remains or sacred objects. Second,
AI comeswith complex risks that need to be
understood andmitigated for the technology
to be used bymuseums effectively.

Key risks in usingAI include ‘bias’ and
‘hallucinations’.AI tools can sometimes
produce shockinglywarped results, such
asmisidentifying amonkey for a person in
a photograph.These results can come from
bias embedded in the design of the program

or the datasets itwas trained on.AI tools
can also generate ‘hallucinations’,which
are errors that appear plausible andmay
go unnoticed.These risks can bemanaged
with careful planning and resources like
procuring better performing programs,
preparing training datasets carefully, and
reviewingAI-generated content before use.

However,museumsmayhavemore to
contribute toAI than displaying best practice
on how to be a considerate consumer of
the technology.Museums hold a range
of valuable assetsAI innovation needs. For
one,museums are knowledge institutions
trusted by the public and repletewith
workers highly skilled in contextualising
information.This contrastswith the low
levels of trust expressed by governments
and citizens towardsAI,which is currently
slowing down its integration into our society
and economy– for good reasons.And, as
custodians of diverse collections – some
ofwhich are alreadydigitised –museums
are gatekeepers to a precious resource:
high-quality data.With strategic investments
into those assets,museums could shape
the course ofAI to better serve the interests
of the public.This leaves uswith one
question, and a rather exciting prospect:
couldmuseums go fromusing to leading
onAI?Andwhatwill it take?

Mathilde Pavis is an expert in intellectual
property, data and ethics.mathildepavis.com

The Great Court at the British Museum, London, 2019
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Castle Howard is a huge building
with an enormous amount
of outside space – a quite
magnificent, rolling landscape
with long vistas, and so the
feeling is very open. I’m only
using a portion of the grounds
but trying to build a relationship
between theworks exhibited.
Some of theworks included have
not been shown in Britain before
and some are completely new.
Over the Earth [a large-scale
fibreglass sculpturemade in
2015], for example, is going to
be seen outside for the first time.

One interesting thing forme
is that I only discovered howmy
work functions outdoors and in
nature in the past 20 to 25 years.
I’m not a realist. I’ve nevermade
a sculpture of a person or a horse
in bronze, I justwant to seewhat
can be donewithmaterial and
howfigures such as an ellipse,
for example, can be layered
to create internal form and
structure. It is mywayof saying:
‘I think that’swhat life looks like.’
If you look at the human body,
all you see is the external form.
You have no idea of all the
structures that are underneath
the skin, and that’s the same
with the Earth.We only see the
surface, andwe think: ‘Oh, this
is a landscape.’ But landscape
is the direct consequence of
what’s underneath the ground;
so, that’s how I look atmywork.
The outside volumes and forms
of sculptures aremainly dictated
by the internal structures that
I give them.That’swhy, in away,
they relate to nature.Nature
lookswild and organic and
complicated because it’s had
billions of years tomake itself
look thatway.The thingswe
make industrially are very
simple, repetitive forms, but
sculpture iswonderful for
finding outwhat other forms
there are andwhat theymean.
Andwhenyou do actuallymake
a form that elicits an emotion,
an idea, or a thought, that’s
what sculpture is about forme.

In the building known as
TheTemple of the FourWinds,

[about 300metres away from
the house],which looks a little
bit like a folly, and is perhaps
somewhere that onewould sit
and contemplate the landscape,
I’m building a very large glass
construction called Eroded
Landscape,whichwill have
hundreds of different parts.
You can’t go into that building,
so theworkwill be seen
through thewindows,with
the light shining into it.

Inside the housewe’re using
an axis that goes through the
building.There’s a sculpture
directly on the square in front
of the building, and then one in
themain entrance, and then
in a room at the back – a line of
rooms, if you like,which, I think,
do have different stories to tell.
In the first room therewill be
three very brightly coloured
sculptures, a counterpoint to
the historical patina and forms
of the original building.There’s
another floor above and another
roomwith glass sculptures and
about 20 drawings. Drawing
is something I just love doing,

and I tend to sit down and draw
on a daily basis. It doesn’t mean
that everything ends up being
an artwork, butmost ofmy
works have resolved in oneway
or another from drawing activity.

I have no direct demands or
expectations for peoplewho
come to seemywork. I’ve said
thismany times before, but if
you put a picture on thewall
and ask 100 peoplewhat it’s
about, youwill get 100 different
answers; so, forme, it really
is an open possibility. It’swhat
you bring to the artwork that’s
important.You bring yourwhole
life history, your education,
your emotional palette, your
upbringing, andwhat you see
is a result of that. I justwant to
engage people’s interests and for
it to be an artistic experience.

‘TonyCragg at Castle Howard’,
Castle Howard,York, to
22 September. castlehoward.
co.uk, 50% off entrywith
National Art Pass

Interview by BethWilliamson.

Born in Liverpool in 1949 and
based inWuppertal, Germany,
since 1977,TonyCragg creates
visually arresting sculptural
works, using awide range
ofmaterials includingwood,
bronze, glass, steel andmarble,
which explore ideas about
structure and surface, natural
andmanmade forms andhow
we respond to them.He is
recognised internationally and
exhibitedwidely.His current
exhibition at CastleHoward in
York includes large-scaleworks
in the grounds, and smaller
works and drawings in the
historic interiors of the house.

First person
Tony Cragg

‘A form that elicits an emotion, idea or
a thought, is what sculpture is about’

Tony Cragg, Versus, 2015
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