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The V&A’s partnership with the Royal College of Art
in the RCA/V&A Conservation MA Course creates a
positive and proactive approach to education and
training in the Conservation Department.

The Department, and the other museums involved
with the Course, are proud of the MA graduates;
their theoretical ideals are balanced against the
realism of day to day work and their practical
competency is the result of working on national 
and designated collections alongside conservators
who are leaders in their field. The students are
taught to reason and question, to explore and to
form opinions; the museum environment tests and
broadens those skills through involvement with
planning, development and decision making. Cross
institutional research projects (Graham Martin)
reinforce that innovation; opportunism and synergy
are key to the development of conservation practice
of the future. This partnership, which also includes
the student, is what makes the course unique
(William Lindsay).

The participation with the MA Conservation Course
develops the Department; when students question
techniques and make comparisons with other
institutions (Portugal study trip article) staff are
compelled to ensure they can debate issues with
confidence. Keeping up to date with current
literature and maintaining and developing
awareness of materials and techniques is essential 
to conserve the collections and to educate. The
lacquer workshops (Sarah Medlam and Zoë Allen)
are an example where students, staff curators and
external colleagues benefited individually and
collectively from a training experience. Lectures and
talks arranged through the RCA/V&A Conservation
programme benefit staff as well as interns and
placements in the Department (Val Blyth).

The ‘uniqueness’ of the course is being challenged
by the conflicting government agendas; funding for
educational institutions is dependant on attracting
ever increasing numbers of students; museums are
embarking on more ambitious gallery developments
and loan programmes to increase access to their
collections. Reconciling the need to increase the
number of MA places with the need to optimise
access to practical conservation skills is increasingly
difficult. Adding to this the recognition that the roles
of the conservator are changing (as highlighted by
the forthcoming UKIC Conference in Liverpool), it is
clearly time to review the Course, to ensure that it
remains relevant and available to the profession for
the future (Alison Richmond).

This edition of the Journal also includes a summary
of the Departmental Away Day (Alan Derbyshire).
Although this now seems far away the results of
the day are very much with us. Issues which affect
anyone working in a large institution, such as
communication and departmental and individual
recognition were explored and ways of maintaining or
improving our professional role within the Museum
(and beyond it) were identified. Actions have been
incorporated into this year’s departmental objectives
to ensure that the energy and ideas that were
generated are not lost through inaction.

Finally, and returning once again to the excellence
of the RCA/V&A Conservation Course (and confirming
that I do mean everything I have written!), I would
like to congratulate Sherrie Eatman, who on
completion of her MA this summer joins the
permanent staff in the Conservation Department
as the Stained Glass Conservator for the V&A.

Editorial
Sandra Smith
Head of Conservation
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Following on from the re-structuring of the
Conservation Department it was decided to organise 
an ‘away day’ at the Institute of Physics, Portland
Place, London. This would allow as many people from
the Conservation Department as possible to come
together and discuss a range of issues.

In keeping with the festive period, people found that
they had variously been divided up into tables of
elves, snow-people and angels etc. This mix seemed
to have been carefully thought out to ensure that, as
far as possible, people were sitting with colleagues
from different studios.

Ian Blatchford, Director of Finance and Resources,
and Nick Umney, Director of the Collections Services
Division, had been invited to begin the proceedings
by addressing the Conservation Department along
with Sandra Smith. Ian Blatchford spoke about the
difficult financial position of the V&A and emphasised
that the Museum’s funding was only just keeping up
with inflation. The positive aspects of initiatives such
as the partnership with the Millennium Galleries in
Sheffield were also discussed. The position of
conservation within the Collections Services Division
and the benefits of sharing best practice within that
wider context were discussed by Nick Umney. Sandra
reiterated the reasoning and the perceived
advantages behind the re-structuring of the
Department.

Each table was then asked to prioritise three or four
questions for the speakers. Ian Blatchford, for example,
was asked about how Conservation was perceived by
other departments at the V&A. Nick and Sandra were
asked if the Museum’s management board had a
clear idea of what conservation do. Other questions
related to staffing shortages, how much influence
Conservation (and Collection Services Division) have
within the Museum, storage, British Galleries and the
importance of research. Controversially, Ian Blatchford
suggested that conservation is seen as a ‘cost’ to the
museum. Unfortunately this session had to be
brought to a close - probably earlier than most
people would have wished – because of the tight
scheduling of the day.

The next session was devoted to defining and
discussing how the Department can achieve best
practice in a number of key areas. Members of the
Senior Management Team and Tim Carpenter briefly
introduced the areas of communication, practical
work, research, education/access and administration.
Each table then debated each topic and noted their
ideas in a workbook under the headings of ‘strengths’,
‘actions to enhance strengths’, ‘barriers’ and ‘actions
to remove barriers’. The group with which I was
working had some very lively and informative
debates highlighting the depth of knowledge and
experience across the Department.

Lunch was adequate although there was considerable
consternation as to whether or not we were eating
chicken goujons or fish fingers. The concept that
good food encourages good debate often seems
forgotten.

The afternoon started with further ‘table’ discussions.
This time the ‘hot topics’ were Training &
Development/CPD, Project Management, Education 
and Access, Quality & Excellence Standards,
Marketing beyond Conservation and Preservation &
Collections Care. Each topic had questions attached
to help focus the discussion e.g. ‘How can we
maximise and share our existing knowledge and
skills?’, ‘How can we make conservation work more
relevant to others?’. The table groupings this time

V&
A

Conservation Journal N
o.47

Conservation Department Away Day -
December 2003
Alan Derbyshire 
Head of Sculpture, Metals, Ceramics & Glass Conservation



3

were arrived at by people choosing which topic they
wanted to debate. Again notes were made in the
workbooks for collation by Training at a later date.

The Department then debated ‘Stakeholders and
the Wider Context’. This brought out the many
positive aspects of the Conservation Department as
it stands. The things we do well and what we have
achieved. Probably the most enjoyable part of the
day at the Institute of Physics - and not just
because it was the final session - was the ‘Vision 
& Creativity’ exercise. This involved people back 
in their original groups making a Dickensian
interpretation of the Conservation Department –
past, present and future. This resulted in some 
well crafted images and rhymes highlighting our
strengths.

In conclusion I feel it was a day well spent. Inevitably
there will always be dissenters who argue that the
time could have been spent more profitably at the
bench. However, it is good to reflect on who we are
and what we do and how we can improve - especially
in a democratic forum. It was also good to have a
solid excuse to go to the pub afterwards.

Training have collated the results of the day and
have presented them to the Department. The proof
of the away day’s true worth will be in how we – as
a department – analyse and act upon what was
debated.
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The RCA/V&A Conservation Masters’ programme is
unique. It is a fully validated postgraduate course
taught entirely within the museum context. However,
our very uniqueness is our Achilles heel. We are
vulnerable to changes in our surroundings. So, as for
any species experiencing changes in its environment
– some subtle, some more drastic – our ability to
adapt is the key. Such challenges can push us to
develop and provide more effective education for
future conservators.

Historical context
Since 1989, RCA/V&A Conservation

1
has been

providing MA studentships in specialist areas of
conservation. These have been focussed primarily on
the decorative arts where there was a perceived need
for postgraduate training

2
. The studentships were

normally three years, with a two-year fast-track for
candidates who met our criteria in terms of
conservation experience. The aim was for students 
to leave with a sound academic grounding in
conservation generally, as well as in a specialised
discipline, combined with a very high level of practical
skill. Because each student has a place in a studio for
the duration of the course, and a supervisor who is a
senior conservator in that studio, places are normally
limited to one student per studio and consequently
one student per subject discipline for the duration of
the course.

The V&A, the partner institution with the RCA, hosted
the studentships, starting with two in 1989. Gradually,
other museums and heritage bodies were invited to
collaborate in disciplines which could not be offered
at the V&A. The Museum of London, The Horniman
Museum, The British Museum, Tate, and The National
Trust were among those who became involved.
Nevertheless, the programme, by its nature, remained
small. Today this model of conservation education is
being challenged in a number of ways.

The Challenges
The national museums present a very different
picture than they did fifteen years ago when the
course began. Shifting expectations of museums by
government and society has led to radical changes.
Museums are now seen by government as a tool of
social policy. Department for Culture, Media and

Sport funding is linked to demonstrating value using
measurable outcomes and performance targets
within defined criteria, such as access, learning,
excellence, inclusion, efficiency and effectiveness. In
addition, the availability of heritage lottery funding
has focussed activity around capital expenditure
projects on an undreamed of scale.

At the V&A, for example, wider public access to
collections has been enabled through funding of
major projects, such as the hugely successful British
Galleries. These projects have had a direct impact on
the working patterns of conservators. As a result of
being involved in major projects more conservators
than ever before have had to become all-round
museum professionals: members of teams, working
in flexible networks, using interpersonal skills in a
range of out-of-studio activities. The project culture 
is also breaking down interdepartmental barriers, as
teams are being formed and re-formed, new
organisational systems set up, and networks evolved.
The public-private interface grows ever more
complex. In order to provide the necessary resources
for projects private contractors are employed on
short-term contracts in museums, and museum
conservators write specifications for and manage 
the work of private contractors.

At the V&A, there is a new emphasis on flexibility.
Future conservation posts will contain an expectation
that post-holders will work across certain materials
and object types. One of the aims here is to encourage
the breaking down of barriers and sharing of
knowledge and skills between specialisms. This
changing employment pattern suggests lines along
which we can develop our studentships.

Conservators have a key role in preparing large
numbers of objects for major projects. However, this
kind of work has brought its own set of challenges.
For British Galleries very careful records were kept of
how time was spent by a group of conservators in the
Conservation Department. The headings for ‘lectures’
and ‘training/teaching’ account for just over one
percent of time spent. Further research is needed but
this evidence suggests a downturn when compared
with the early 1990s. Then a sliding scale of
“research” time was allocated according to grade,
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Future Challenges for RCA/V&A Conservation
Alison Richmond 
Senior Tutor RCA/V&A Conservation
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starting with the lowest at 5%. Such changes will
inevitably challenge our thinking about student
numbers and the kinds of educational experiences
we can offer.

Conservation Department: Percentages of Time Spent
by Activity 

(Figures from British Galleries Time Sheets) compiled
by Timothy Carpenter

These changes are set against a background of
resources which appear to be static or even
decreasing. The National Museums Directors’
Conference (NMDC) has highlighted ‘that NMDC
members have received only modest grant-in-aid
increases during the last five years. … and yet the
Government requires museums and galleries to
further increase productivity as demonstrated in the
targets it sets. It questions how far NMDC members
can continue to deliver effectively against this
background.’

3

Adapting to change
One way to approach adapting to these changes 
is to re-examine the basic model on which most
studentships have been based to date – that of the
specialised discipline, taught through a combination 
of supervised work experience gained within a
specialist studio/laboratory and academic study.

In the light of developments at the V&A, for example,
and in the profession as a whole, we are considering
alternatives to the single specialism – a broader
grouping along the lines of the North American
‘object conservation’. Currently, we are recruiting for 
a student in ‘Metalwork and other Materials’. This
offers the opportunity to work across disciplines and
studios, and to share the expertise of different staff.
It can also offer development opportunities to staff
as well as students.

Another approach is to broaden the context in which
we work. This year we took on our first student in
Natural History Collections. In collaboration with the
Natural History Museum we have devised a new
model which reflects the structure of the subject of
natural history, of natural history conservation, and 
of the Natural History Museum itself. Students are
based within the Palaeontology Conservation Unit
but work across the five science departments
(Botany, Entomology, Mineralogy, Palaeontology 
and Zoology) and the Department of Library and
Information Services. This approach recognises the
diversity of skills and knowledge required in a broader
field and one where decisions on the conservation
and preservation of objects often requires a wider
perspective than that focussed on a single object.
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Activity Percentage

Practical Conservation 66.42%

Administration 24.31%

Meetings 5.21%

Lectures 0.65%

Training/Teaching 0.55%

Housekeeping 1.49%

Preventative Cons 1.36%

Table 1

Left to right:
Harriet Standeven, Tutor RCA/V&A Conservation
Sherrie Eatman, MA Student
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Recently, we have also developed a new model for
two-year studentships with a view to strengthening
our curriculum, encouraging thinking, and to remove
the disparities arising from running a two-and three-
year MA. However, adapting to change successfully
also involves finding ways of maintaining and
preferably increasing the present number of MA
students. To do so we are now expanding our
horizons beyond the London area, and are discussing
with potential collaborating institutions how a longer
distance studentship might work.

Another way of increasing numbers is to broaden
access to different audiences. One idea is to separate
the theoretical teaching from the practical teaching
in such a way as to provide a discreet course which
could be attended by larger numbers. This suggestion
was made at the same time as we were putting
greater emphasis than ever before on the link
between practical and theoretical which had always
been a cornerstone of our philosophy. It is for this
reason that we have rejected this idea, believing that
our full resources should be going into providing the
thing that is unique about our programme –
teaching and learning within the profession.

We could also meet the challenge for wider access by
providing more flexible ways of learning by offering
part-time arrangements allowing students to carry
on working while they study. We have been thinking
about this in terms of professional development; for
example, an employed conservator might wish to
earn an MA while continuing to work.

Creating a modular course, which could be picked up
at various points by students, could be another way
of introducing more flexible learning. This could work
for the theoretical part of the programme, but might
undermine the link with studio practice. A system of
credits along the lines of American universities, in
which you could opt in or out of a module depending
on your experience, is an option, but difficult to
manage with small numbers of students working 
on real projects in a real environment.

Web-based learning is an obvious way of broadening
access. We were the first Department in the RCA to
have our own intranet site from which students and
staff can download course information, such as

timetables, briefing notes, and reading lists. This was
a great breakthrough, making information accessible
to everyone involved in the programme, no matter
where they are. We are currently transferring much 
of this documentation onto our internet site. Making
the leap into web-based learning is a bigger
challenge for the future.

Conclusion
What we should be aiming for is a closer fit between
the programme and its ever changing museum
context. Finding ways to adapt to new patterns of
working and fewer resources is vital if the programme
is going to survive in this environment. Experimenting
with new models of studentships and making our
assets available to new audiences are two ways of
increasing our numbers. But making any changes to
the RCA/V&A Conservation programme will require
careful negotiation to reach a workable compromise.
In order to do this, we will need to listen carefully 
to everyone with an interest in the programme.
Nevertheless, whatever we decide to do, we should
not risk losing what we do best – training students
within the profession for the profession.
1
‘RCA/V&A Conservation’ refers to the joint postgraduate
programme of the Royal College of Art and the Victoria 
and Albert Museum, in association with Imperial College 
of Science, Technology and Medicine and, in this article,
specifically to the MA course.

2
For the sake of brevity I will be using the term ‘training’ to
stand for conservation training, education and research.

3
National Museums Directors’ Conference (NMDC)
(Museums and Galleries in the UK: Impact and Innovation,
March 2004)

V&
A

Conservation Journal N
o.47



7

Introduction
In public statements on the value of the joint Royal
College of Art and Victoria & Albert Museum
Conservation (RCA/V&A Conservation) MA programme,
great emphasis is placed on a number of defining
characteristics, including

• the postgraduate experience
• practical training in a working conservation

environment allied with high quality academic
learning

• a particular value in the partnership, association
and collaboration with a variety of museums,
educational institutions and heritage organisations

• specialist programmes of study

Frequently we claim an overall uniqueness - and hope
that no other course will point out that we are not so
special.

One claim for the learning experience we deliver that
might be taken for granted is that the involvement
of the conservation profession is necessarily a major
advantage. This is seen as so obvious that we rarely, if
ever, make a case for this. We may be presumptuous,
never testing the claim, or unduly humble in
understating our case. Perhaps we should consider
what it is that the profession brings, if anything,
to our education and training in conservation and
what justifies a claim that this makes RCA/V&A
Conservation unique – and advantageously unique –
in the postgraduate education field.

Professional Practitioners
The Royal College of Art places great store in the fact
that its students are taught by practitioners in art,
design, research and, in our case, conservation. In this
way, graduates are seen to be in touch with their likely
profession throughout the postgraduate experience
they receive and benefit from an involvement in
current practice within the profession. As a
consequence, employment prospects are good and
this is reflected in available figures for graduate
destinations. While Vehicle Design graduates may 
be almost 100% employed within their profession,
Conservation is not far behind, and this seems a

reasonable measure of the extent to which the
College is achieving the terms of its charter:

The objects of the College are to advance
learning, knowledge and professional competence
particularly in the field of fine arts, in the
principles and practice of art and design in their
relation to industrial and commercial processes
and social developments and other subjects
relating thereto through teaching, research and
collaboration with industry and commerce.

1

For RCA/V&A Conservation, our industry is the world
of museums and heritage, cultural values and valued
objects. The training and educating of our students
within the industry enables them to develop skills
completely relevant to future employment in the
industry. Even when in those situations of contracting
staff numbers, shrinking resources, and “re-organisations”,
our students are learning to operate within the
realities of the conservation world – although we
would not wish to make too much of a virtue of this!

Recently Design Review reported on the shift in design
education away from the practical to the theoretical,
away from its vocational past

2
. Dan Fern, the RCA’s

Head of the School of Communication and Design,
noted the difficulty in producing graduates for the
design and art direction industry when teaching is
switched from “the visual to the cerebral” and
pointed out that “Education is failing [design]
industry by not producing people who can work
within it comfortably” but it is producing “people who
can work within it awkwardly”. The article concludes
that if the industry wants the people it needs for the
future, “it must take an active role in training the next
generation.”

RCA/V&A Conservation’s MA Programme has been
likened to an apprenticeship in a craft. We expect our
students to graduate both with mastery of their
subject and to fit within the profession. That is not
to say that we expect them to be passive. We believe
that we train them to be independent decision-
makers and, perhaps, their comfort comes from being
awkward enough to shift the profession a little in
their direction.
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RCA/V&A Conservation – do professional
conservators make a contribution?
William Lindsay
Head of RCA/V&A Conservation
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The role of the Profession
Commenting on the profession in conservation, Stan
Lester, consultant in professional and work-related
development, notes, “Occupations claiming what they
regard as professional status frequently focus on the
attributes seen to define a profession as opposed to a
non-professional occupation. One of the attractions
of this static or trait approach to professions is that
it offers a relatively simple means of deciding how
much an occupation has progressed towards
becoming a profession, at least in the terms of the
model being used”

3
.

Lester suggests that this static approach, the
professional standing back and codifying the state
they have attained, fails to acknowledge the changing
environment in which professions operate, but it also
fails to acknowledge that professions can generate
the developmental processes which move this
environment forward.

In another paper Lester
4

defines and classifies two
models of profession. In Model A, professions are
“more or less standard occupations for which the 
title reveals much about the job content”. In Model B,
“professionals are not necessarily part of any
recognised profession”, and their professionality
[being a professional], is based on “a portfolio of
learningful activity individual to the practitioner,
integrated by common personal values and beliefs”.
In Lester’s paradigms ‘technical’ and ‘logical’ (Model A)
are distinguished from ‘creative’ and ‘interpretive’
(Model B). Model A’s ‘solving problems; applying
knowledge competently and rationally’ contrasts with
Model B’s ‘understanding problematic situations and
resolving conflicts of value’. And an ‘initial development
concerned with acquiring knowledge, developing
competence and enculturation into the profession's
value system’ (Model A) is juxtaposed to ‘ongoing
learning and practice through reflective practice,
critical enquiry and creative synthesis and action’
(Model B).

The aims of RCA/V&A Conservation seem to
encompass the attributes of professionality described
by both models. MA students are prepared for the

profession through the development of professionality,
aiming to satisfy both occupational standards and
personal goals. As befits a postgraduate course, these
personal goals, and accompanying values and beliefs,
are likely to be on show. This is also appropriate since
much about conservation is highly personal and
directed by individuals’ values. While the proliferation 
of codes of conduct and the organisation of
professional bodies can be viewed as a measure of
the commonality of the field, the need to erect
common markers is also indicative of the diversity of
opinion and practice out there. While we teach good
practice, we also teach that decisions in conservation
are dependent on circumstance, and a large element
of the circumstance is the person making the decision.
Confidence in decision-making, and the ability to
justify that confidence, is a major part of a good
student’s development.

RCA/V&A Conservation’s approach is not to position
us, and our students, somewhere on the spectrum
between the two models of professionality but to
satisfy both. We are delivering professionals whose
professionalism advances the profession!

Personal influence
The conservation profession does have an influence
on the MA course we deliver but this tends to be
more indirect than direct. The conservation profession
generates its view of desirable and undesirable
developments, erects, alters and influences
organisational structures, and projects an image to
promote its own sustainability. As such it creates part
of the environment within which we educate.

Critically, and more accurately recognising their 
input, it is the direct interaction with the individual,
specialist supervisor that is likely to have most
influence on the outcome of a student’s course of
study and the profession is probably one step
removed from this intimate relationship, the wider,
collective, picture filtering through the actions of
individuals. And while the conservation profession
impinges indirectly on our student experience
through individual supervising conservators, the
direct experience of supervising our students
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hopefully has benefits for the profession. In the
relationship between students and the supervising
conservator, the development is unlikely to be one-
sided. The process of supervising is a dynamic process
through which the professional is likely to critically
appraise and assess their own abilities. Few of our
supervisors or course staff do not, at some point,
wonder if they are doing the right thing as they
develop a syllabus, make an assessment or give
advice. The conservator engaged in education and
training is providing a particular service to their
profession – and the profession benefits in two 
ways. It benefits from the introduction of qualified
conservators and from the further development of
collaborating professionals. In a sense, the profession
develops through the medium of the successful
student.

It is easy to become too lyrical about the dynamics
that operate within our MA programme, as if student,
specialist supervisor and course team member move
only in happy unison through the course of study.
This is not a perfect science – or even a magical art.
While we attempt to guide, encourage, and support
the relationship between student and specialist
supervisor, this three-cornered relationship only
operates through the recognition and acceptance 
by each partner that our respective positions are
negotiable and shifting. The student brings a desire
and commitment to learn, and a sense of the direction
in which they wish their particular study to move.
The course team offer a format and formula for
learning, a set of academic standards and regulation,
and a commitment to a satisfying postgraduate
experience. And the specialist supervisor delivers
training in practical skills, offers specialist knowledge
and academic guidance, and contributes to an
assessment of progress measured against the state
of the profession, the aims of the course and the
contribution the student makes to their own
development (Figure. 1). At any time the extent
which each contributor delivers part of the experience
to may change. As the student’s enthusiasm wanes,
it may be necessary for the others to offer more
encouragement. Where the supervisor’s particular

element of skills or knowledge may be weak, others
may be recruited to support this this. And where a
tutor’s professional expertise may lie in a field other
than the student’s specialism, it may require both the
student and the supervisor to be more pro-active in
defining suitable tasks and assignments. This
triangular relationship is between people and, while
regulation and professionalism are elements of the
formal framework to ensure compliance with
standards, the distance between the individuals will
shift as external influences of health, employment,
finance and other relationships intrude (Figure. 2).
Although the distance between the three parties can
be elastic, there are limits to how far they can stretch
before they lose sight of the central aim – a
successful learning experience for the student. This
distinguishes the position of our students from that
of other unpaid museum workers, such as interns. In
the partnership between student and College there
are measurable – and audited - standards of success.
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Guidance
Counselling 
Management Regulation
Learning skills
Diplomacy
Conservation Practice

Commitment
Enthusiasm
Motivation 
Critical awareness 
Curiosity 

Skills and knowledge
Professionalism 
Decision-making
Contextualisation

Tutor

Student

Supervisor

Success

Figure 1. Some of the attributes that each
member of a student’s team contributes to a
successful learning experience. These are not
exclusive to any contributor.



10

V&
A

Conservation Journal N
o.47

Teachers and trainers
One of the aims of RCA/V&A Conservation is to
provide the skills, which might be considered as
training, and the knowledge, which might be
considered academic teaching. However, the
distinction between these two attributes is an
everyday obstacle in discussions of what we do.
RCA/V&A Conservation delivers an experience of
combined skills and knowledge, with the student
spending approximately 60% of their time working
in their host studio or laboratory.

Attempts to refer to the “classroom”, common
curriculum of the MA course as the “academic”
element founder for two reasons. Firstly, because our
“classroom” curriculum serves only as a guide to the
deeper learning we expect our students to embrace
under their own direction. And, secondly, because
much that is “academic” learning in conservation
arises in the process of and as a result of practical
studio experience

Reference to the studio or laboratory element in the
MA course as the reservoir of practice also comes
adrift. While most practical skill is learned in the
studio or laboratory, we also provide specific events,
such as an environmental monitoring project and a
risk recognition and assessment exercise, which
deliver skills outside of the studio.

The conundrum in the relationship between education,
as the transfer of knowledge, versus training, as the
transfer of skills, - is a well-rehearsed debate

5
. Kuban

6
,

addressing the needs for education and training for
emergency services, points out that, “Both training
and education provide individuals an opportunity for
growth, and enhance their capacity to perform their
professional duties. The key point here is that both
are required on an on-going basis to stimulate
growth!”. The UK’s Ambulance Service Association

7

noted that, “The concentration within paramedic
training programmes on practical skills is considered
to have underemphasised the relationship between
practice and theory and therefore to have failed to
produce success”.

Figure 2. The shape of the relationships among the MA team can change around the central goal
of achieving success, providing that pairs of relationships are not stretched to breaking point!
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Just as false as the assumption that conservation
skills are only learned in studio practice, is the
assumption that the professional conservator
engaged in the supervision of a student, is only
concerned with practical skills. There is much
knowledge-based learning in conservation practice
and the skills learned are not only those that require
physical action.

For the student, the skills developed within practice
should go far beyond manual dexterity. As well as
knowing how to do something, they are trained in
the selection and application of what to do, and -
crucially – to do all of this within the context of a
working environment. This is a skill that can only 
be learned within practice, from practitioners. This
experiential element is what professional
conservators can deliver in their supervision of studio
and laboratory practice – an appropriate process of
enquiry and the knowledge of applicability. It is
possible to learn practical conservation skills within a
classroom, but learning through abstraction will not
help to develop professionalism. The skills that our
studio and laboratory supervisors deliver are the
practical skills of the conservation profession. These
include

• assimilating and selecting information
• juggling several tasks at once
• communicating work with other professionals
• interacting with colleagues
• making decisions within a context
• recognising competing values and compromising
• negotiating a path through the vagaries of working

life

These are also the skills of any profession.

Conclusions
RCA/V&A Conservation is unusual in that it delivers
an experience of the conservation profession. The
professional conservation practitioners involved in
the intimate supervision of the learning experience
mediate between the organised conservation
profession and the new, developing, conservation
professional. Through a focus on individual
development and contextualised learning, we
merge the boundaries between practice and theory.
Perhaps what we are delivering is not so much a
Master’s degree after studying conservation, but a
Master’s degree arising from study within
conservation. MA(RCA) is more than a subject
qualification.
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4
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Kuban, R., Dialogue On Crisis. Canadian Emergency News,
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Newton, A., Elliott, S., and Howson, A., A Discussion Paper
on the future of education, training and development for
emergency ambulance staff. Ambulance Education &
Training Advisory Group of the ASA, 2003,
http://www.asa.uk.net/
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The V&A Conservation Department has held a series
of traditional Japanese lacquer workshops taught
by lacquer artists visiting the UK for twelve months,
under the Japanese Government Overseas Study
Programme for Artists. The workshops aim to develop
and deepen understanding of the traditional
materials and technology used to create and
decorate oriental lacquer. Participants have included
conservators, curators and interns from the V&A and
other museums as well as RCA/V&A MA conservation
students. The craft of urushi is not taught in the West
and it is therefore a privilege to be able to experience
the use of these materials first hand.

The first workshop was held in 2001 and was taught
by Natsuki Kurimoto, who covered the Kyoto method 
of making foundation layers, and decorative
techniques such as raden (mother of pearl),
kanshitsufun makie (sprinkling dried coloured lacquer
powder) and makie (sprinkling of gold powders).
Kiyomi Okukubo led the 2004 workshop and focussed
on the kanshitsu (dry lacquer) method used to create
three dimensional objects such as Buddhist statues,
the Wajima method of making foundation layers
(honkataji sample board) and decorative techniques
such as kirigai (cutting thin shell) and togidashi

makie (in which the design is coated with urushi,
dried, and then the surface carefully polished to
reveal the design).

In 2003, Yukiko Kashihara, a contemporary lacquer
artist based in Wajima, Japan, taught the decorative
techniques of togikiri (decoration with fine metal
powders) and kawari-nuri, an impasto technique.
The workshop was held over ten afternoons between
4 June and 4 August. For one session Yukiko was
joined by Yuko Sakurai, who demonstrated the art
of chinkin or incised lacquer and helped participants
to try out this technique.

The initial session started with careful explanation of
the health and safety aspects of working with urushi
(raw lacquer), which is botanically related to the
poison ivy plant. Urushi can cause an allergic rash
and dermatitis when liquid but becomes inert once it
has fully dried. Drying requires a relative humidity of
60-80% and often utilises a humidification box (furo).

Yukiko presented her students with ready-prepared
black lacquer tablets, allowing us to by-pass the
laborious and careful processes necessary to produce
a fine, flat lacquer surface. The initial process (togi)
was the careful and even abrading of the surface of

the ground lacquer, using the
end grain surface of small
blocks of charcoal from the
Pawlonia tree, and lubricated
with water. For okime or design
transfer, the design is traced
onto Japanese paper with e-
urushi (urushi coloured with red
iron oxide pigment or bengara).
We used titanium white
pigment (a modern variation on
the traditional technique)
sprinkled onto the wet e-urushi
to create the outline of our
design.
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Traditional Japanese Lacquer Workshop:
Summer 2003
Sarah Medlam, Deputy Keeper, Furniture, Textiles & Fashion Department

Zoe Allen, Frames Conservator
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Figure 1. Participants on 2003 course.
Back row: Julia Hutt, Nigel Bamforth, Nicky Newman (British Museum),

Sarah Medlam, Simon Fleury
Front row: Katja Gruber, Yukiko Kashihara, Shayne Rivers
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We worked from the darkest area of our design, using
rose-urushi (a mixture of roiro-urushi - the black
urushi used for coating - with ki-urushi, unrefined or
raw urushi) as a base on which to sprinkle powdered
charcoal (sumiko). The next step repeated the process
for the medium tone areas, using a mixture of sumiko
and gin-pun (silver powder). The lightest areas were
painted with rose-urushi and sprinkled with gin-pun
alone. The powder was consolidated with rose-urushi
and then completely covered with a thin coat of roiro
(black) urushi. The tablets were placed into the furo to
cure between each successive stage.

At this stage the design was almost invisible. It was
revealed in the togidashi process, when the surface
was abraded once more with charcoal. At this stage it
was all too easy to abrade through the decoration into
the background layers. The next stage was to polish
the surface (dozuri) with a fine commercial abrasive
paste. This was followed by rubbing ki-urushi on to

the surface to fill any slight faults, a process known as
suri-urushi. The final high gloss surface was achieved
by polishing with vegetable oil and tsuya-age-ko
(polishing powder).

The second decorative technique that Yukiko taught
us was kawari-nuri lacquer in seikaiha or wave
pattern. The urushi was mixed with tofu to create a
thick, sticky mixture that was used to create a low
relief wave pattern. With this technique it is vital that
the first layer is not too thick or else the surface may
harden faster than the under-layer, to produce
chinko-urushi (wrinkled urushi) and shame for the
maker. Once cured a second, contrasting colour was
added over the whole surface (nurikomi). When the
surface was abraded it revealed a polychrome wave
pattern. The surface was then finely polished with a
commercial polishing paste and then rubbed over
with thin urushi (ki-urushi) to fill any minor faults.
The final stage involved polishing with vegetable oil
and tsuya-age-ko (polishing powder).

Handmade tools and brushes, which Yukiko had
brought over from Japan, were used for each process.
Bamboo tubes with different grades of mesh over the
end were used to sprinkle the different sizes of
powders. The brushes were a pleasure to handle
although some participants were shocked to discover
that some were made from cat hair. Rat hair and
human hair are also used. The care of these brushes
was an art in itself, requiring preparation before use
and thorough cleaning at the end of the day.

After Yukiko’s skilled demonstrations of the
techniques involved, we were grateful for her
charitable reception of our often ham-fisted efforts.
Poor practitioners we might have been, but we had
certainly learned a huge respect for the skill involved
in the creation of lacquer decoration.

The V&A is very grateful to Natsuki Kurimoto, Yukiko
Kashihara and Kiyomi Okukubo for their generosity 
in sharing their expertise and knowledge with us,
and to Shayne Rivers and Shiho Sasaki (2001) for
organising the courses.
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Figure 2. Process board for togikiri technique
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The Department is committed to providing
opportunities for mid-course and practising
conservators to work within the Department to
develop their skills and expertise. The internship
programme at the V&A attracts a wide range of
applicants from all over the world, with current
interns coming from Croatia, Belgium, Germany and
Austria. Since the beginning of 2001 26 internships
have been hosted at the V&A. The links which are
formed between this Museum and other international
institutions results in an interesting  understanding
of cultural exchange.

Interns at the V&A are invited to attend seminars 
and lectures provided for the MA students on the
RCA/V&A Conservation course. They attend
departmental seminars and may also be encouraged
to attend meetings organized by UKIC and IIC and
similar professional groups. From time to time there
are opportunities for interns to visit fellow interns in
other conservation studios and see the work which is
being undertaken. These studio visits have been
established recently as a direct result of feedback
from interns at their exit interview.

All interns are required to write a short report of their
time spent at the Museum. A report from Kathrin
Rahfoth, a recent Stained Glass Intern, follows.

My Experience in the Stained Glass Conservation
Studio
I first came to the V&A in 2002 for a six week
placement. A year later, I spent a further eight weeks
here, before taking up a six month internship as part
of my final year of a four year course on the
conservation of stained glass and mosaic at the
University of Applied Sciences, Erfurt, Germany.

During the current placement I have concentrated 
on the practical conservation treatments of various
panels from periods and provenances that reflect the
Museum’s extensive collection. These have ranged
from early twelfth century panels up to late English
and Swiss eighteenth century panels, covering a
variety of techniques such as enamelling, glass
engraving, as well as the traditional leaded and
painted glass.

During the last six months I have also undertaken 
my own research project. The work by Eglington
Margaret Pearson (died 1823) is of particular interest
to me. There is limited published literature on late
eighteenth century English glass. It appears to have
failed to attract the attention of art historians – I
think without a good reason. I have also tried to
identify the materials and techniques used. Pearson’s
work is typical of much of the painted window glass
from this period, ignoring the use of lead lines to
define the design and relying heavily on enamelling
applied in a very painterly style (Figures 1&2).

The work in the Museum has given me a range of
different opportunities when compared to work in a
private workshop. I have had the chance to work on
the exhibition Gothic: Art for England 1400 – 1547,
seeing how the stained glass panels were installed.
Work on panels for loans to Ely Stained Glass
Museum and Tate Britain have highlighted some
different aspects to consider when treating panels
intended for viewing in an exhibition or museum in
comparison with panels that are reinstalled in their
original architectural environment.
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The Internship and Placement Programme
at the V&A Conservation Department
Val Blyth, Interns Co-ordinator

Maria Walklin, Interns Administrator

Kathrin Rahfoth
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Whilst in the Conservation Department I have taken
advantage of the wealth of expertise in other
specialisms. Nicola Costaras (Painting Conservation)
has given advice on a range of topics from the
treatment of paintings to removing paint from an
original painted glass surface. The Ceramics and
Glass, and the Furniture studios have also been very
helpful. While at the Museum I have really been
accepted as a member of the Conservation
Department and have enjoyed good times both 
in work and after!

I have been keen to gain much practical and
theoretical experience while working at the V&A. The
variety of panels has helped me to familiarise myself
with different types of materials and their use in
stained glass panels. It was very important for me 
to develop an appreciation for different attitudes
towards conservation and the different methods
used in the treatment of objects. I was also able to
bring my own experiences to the work. My time here
has been valuable experience I would like to take this
opportunity to thank everyone in the Conservation
Department, especially Helen Bower and Sherrie
Eatman for their help and Drew Anderson who
trusted me to carry out the practical work.
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Figure 1. St. Michael painted by Eglington Margaret Pearson (subject taken from
original painting by Guido Reni), English, 18th century: Before treatment
(Museum No. Lost 37.4)

Figure 2. St. Michael: After treatment
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Guidelines for Internship and Placement Applicants

INTERNSHIPS 
Internships are encouraged within all conservation
sections, including science. The preferred period is
three to six months. There are two starting dates,
one in January, the first Monday after the main
Christmas holiday and the second in September/
October, to coincide with the first day of the
RCA/V&A Conservation Autumn Term. Applications
should be received at least six months before the
intended starting date of the internship as some
studios may be booked up to two years in advance.

Applications for Internship should be made on the
Internship/Placement Application Form.

PLACEMENTS
Placements are arranged by Heads of Sections to
allow individuals to work on a specific project for a
period of three to six weeks. Applications may be
made throughout the year and should be made
directly to the relevant Head of Section as far in
advance as possible. This should include a full CV
with references and a recent portfolio of work,
together with an indication of preferred dates. An
informal studio visit and meeting will be arranged 
by the relevant Head of Section.

Enquiries and Application Form
All preliminary enquiries should be made to:
Interns Administrator, Conservation Department,
Victoria & Albert Museum, London SW7 2RL 

Tel: +44 (0) 20 7942 2131, Fax: +44 (0) 20 7942 2092,
E-mail: m.walklin@vam.ac.uk          www.vam.ac.uk
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From left to right:
Gordana Car, Textile Conservation Intern
Melanie Nief, Paper Conservation Intern
Ailke Schroeder, Painting Conservation Intern
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Valerie Blyth, Intern Co-ordinator
Maria Walklin, Intern Administrator
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Long or regular exposure to light, artificial or natural,
may cause irreversible damage to valuable heritage
objects. This damage may be visible, such as
discolouration or fading, or result in a change of a
mechanical property (e.g. brittleness of the historic
material). It is known that the damage increases with
the length of exposure and the intensity of lighting.

Rather than limiting the time of exposure for each
object, which may be not significant in case of
irregular lighting conditions, it is advisable to monitor
the lighting during exposure. That can be achieved by
using a cumulative data logger. In the case of natural
light, whose characteristics continuously change
according to the time of day and the location in the
exhibition room, a data logger has to be set right
adjacent to each object. A continuous monitoring
program for various objects would be rather expensive
and applicable only for selected examples.

As an alternative LightCheck® is introduced as a new
early warning system for preventive conservation,
which allows the evaluation of the quantity of light
received by an artefact during exhibition. A strip of
LightCheck® is placed close to the artefact in order 
to get the same light exposure conditions (figure 1).
Regularly (after some days, weeks, months…) the strip
is evaluated by comparison to the corresponding
colour scale (figure 2). That can be related to an
equivalent luminous exposure. For objects with
different sensitivity further action for better
protection can be recommended. LightCheck® is made of a light sensitive coating on a

substrate. The colour of LightCheck® changes during
exposure to light. A calibration has been established
between the colour and the luminous exposure. The
luminous exposure given in the colour reference scale
corresponds to the potential damage of the lighting
conditions on site.
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LightCheck®: A New Tool in Preventive
Conservation
H. Römich, Head of working group “Research for Conservation”at Fraunhofer ISC

Graham Martin, Head of Science, V&A Museum

B. Lavedrine, Director of CRCDG

M. Bacci, Head of Research, Istituto di Fisica Applicata “Nello Carrara” (IFAC)

Figure 1: Exposure of a light dosimeter (type LCU) in the V&A next to a sensitive
carpet
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Two LightCheck® strips have been introduced, one to
monitor the exhibition of light sensitive objects (and
short exposure times): LightCheck® Ultra “LCU” and
the other one for the more durable objects (and
longer exposure times): LightCheck® Sensitive “LCS”.
The range of sensitivity is explained in figure 3,
compared with the more durable blue wool standard
(BWS). BWS was developed for industrial purposes
and has been the only commercially available light
dosimeter so far. Its application in museums was
limited because of the low sensitivity to museum
lighting conditions.

LightCheck® is a product developed within a project
funded by the European Commission (Key action “The
City of Tomorrow and Cultural Heritage”, reference
EVK4-CT2000-00016). The interdisciplinary project
team consists of partners from museums (V&A,
London), local authorities (SUPP, Prague), industry
(Kockott UV-Technik, Hanau) and research institutes
(CRCDG, Paris, IFAC, Florence and Fraunhofer ISC,
Bronnbach). The marketing will be taken over by
Particle Technology, UK. The excellence of the project
was duly recognised by being awarded “Pan-European
Grand Prix for Innovation” in Monaco in December
2003.

Further information can be obtained through the
web-site: www.lido.fhg.de
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Figure 3: Range of sensitivity for LightCheck Ultra (LCU), LightCheck sensitive (LCS)
and the Blue Wool Standard (BWS)

Figure 2: Evaluation of the fading rate of the dosimeter (type LCS) with a
calibrated reference scale 
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The choice of Lisbon for the 2004 RCA/V&A
Conservation study trip proved to be a good one.
Along with some excellent food, wine, and shopping,
we visited some truly fascinating conservation
institutions, and were offered an illuminating insight
into how conservation is practised in another
European city. During the five days we visited
museums, universities, and institutions that practice
conservation in both the public and private arena.
Attending this year’s study trip were: Anna Kagiadaki
(MA: Sculpture Conservation), Melissa Gunter (MA:
Conservation of Natural History Collections), Timea
Tallian (MPhil: Science and Secrets of Early Portrait
Miniature Painting), William Lindsay (Head of
Department, RCA/V&A Conservation), Alison
Richmond (Deputy Head of Department and Senior
Tutor, RCA/V&A Conservation), Vincent Daniels
(Science Research Fellow), and Harriet Standeven
(Tutor, RCA/V&A Conservation).

The itinerary for the trip was full,
with a variety of institutions and
people to visit. Our first visit took
us to the Portuguese Institute of
Conservation where we met the
Director, Dr. Ana Isabel Seruya. The
Institute works on a huge variety
of artworks and artefacts and we
were given a full and fascinating
tour of their well-equipped
laboratories, visiting the paintings,
textiles, furniture and paper
conservation sections. That
afternoon we met Rui Xavier from
the Conservation Department of
the Gulbenkian Museum.
Although the Gulbenkian Museum
was closed to the public that day,
we were given a wonderful private
tour of the collections followed by
a visit to the Conservation
Department, where Xavier was
working on some beautiful
Japanese lacquered screens which
were cracking and flaking.

The next day was spent with the very hospitable Luis
Figueira, a director of the private firm, Sociedade de
Conservacao, Restauro e Arte, who spend a great deal
of their time working on site. We were taken to four
different churches that were currently undergoing
conservation or had recently been finished, as well 
as being treated to a fantastic lunch. The first was
The Irish Convent of Nuns, established in 1639, which
contained a beautiful silver altarpiece that was
undergoing conservation work (Figure 1). The
altarpiece was inset with a number of oil on copper
paintings. These had been damaged over the years
by over-enthusiastic cleaning with the metal polish
used on the surrounding silver. As well as treating
the paintings, the conservators were in the process of
devising a simple means of protecting the paintings
in the future whilst the silver was cleaned. The
second stop was Jeronimo Monastery in Belém,
where four large paintings situated high up behind
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RCA/V&A Conservation Study Trip 
March 2004: Lisbon, Portugal.
Melissa Gunter – MA Student

Harriet Standeven – Tutor, RCA/V&A Conservation

Figure 1: Conservators working on the copper paintings in the silver altarpiece at the Irish Convent of Nuns.
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the altarpiece had been conserved. Here, we were
also allowed to climb up onto the roof of the
monastery, which afforded amazing views of the city.

The third place we visited was a beautiful late
seventeenth century church, Santuário de Nossa
Senhora do Cabo, situated on a cliff top overlooking
the ocean. The conservation work on this site
included the cleaning of the altarpiece, the paintings

on the ceilings and walls, and the
polychromed wood, whose decorative
schemes had been overpainted (Figure 2).
Being situated so close to the sea, the
church had a real problem with sand and
dust and the conservators expressed
concern over the amount of debris that
had accumulated in just two years. The
fourth church was situated in the centre
of Lisbon. Conservators were just
finishing cleaning the paintings on the
ceiling, and were about to remove the
extensive scaffolding that had been
hiding the work. This was a particularly
interesting project as the ceiling
paintings had been so discoloured
(almost black) that no one living could
remember what they looked like. Figueira
and his crew were obviously excited at
the prospect of unveiling the paintings
for the first time.

On the third day, half of the group
returned to the Gulbenkian Museum 
to visit the Centre for Modern Art, where
art historian Ana Vasconcelos gave a
fascinating tour of the store rooms
housing twentieth-century paintings 
and sculpture, primarily by British and
Portuguese artists. Ana had a particular
interest in the practical and ethical
considerations of the care of contemporary
art, and it is hoped that this contact offers
an exciting opportunity for collaboration
between the Centre for Modern Art and
ourselves in the future. The other half of
the group visited the Portuguese version

of the Natural History Museum. Unfortunately, most of
the museum is under construction and few exhibits
were open to the public.

That afternoon we gave short presentations,
introducing the RCA/V&A Programme, to a group of
students from the Conservation Department of the
Universidade Nova of Lisbon. Lecturer and chemist
Maria João Seixas Melo took us on a tour of the
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Figure 2: The restored interior of the church, Santuário de Nossa Senhora do Cabo.
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University’s facilities and some of
their students gave presentations of
their work. The University runs a five
year course in conservation, which is
based in the Chemistry Department.
The final year students’ projects were
thus very much science-focused and
included research into new
techniques, such as the washing and
de-acidification of paper using nano
technology.

Our trip also included some free
time to visit other sites in Lisbon.
The Botanical Gardens near the
Science Museum were quite
beautiful, whilst the Castelo de São
Jorge, which is situated on the top
of a hill, offered exceptional views of
the city. Other highly recommended
sites included the Archaeological
Museum, the Tile Museum and the
Aquarium, which is the second
largest in the world and housed
some amazing animals including 
a truly enormous manta ray.

Lisbon is a beautiful city full of
culture and history. The food is
fantastic, the churches are
beautiful, and the people are so very
welcoming. This experience not only
gave the students many different
perspectives on conservation, but
also encouraged reflection and
discussion about how the
conservator fits into a culture. The
study trip is an essential element in
the RCA/V&A Conservation
Programme and proved to be very
successful this year.

Figure 3: The group in the cloisters of the Jeronimo Monastery in Belém.



Melanie Nief
Paper Conservation Intern
My first step into conservation was an eight month
internship in book and paper conservation at the library of
the University of Heidelberg in 1999. After that I trained in
paper and easel paintings conservation in a private studio 
in Salzburg for seven months.

Since October 2000 I have been studying conservation at
the Academy of Fine Arts, Vienna, where I am specialising in
paper conservation.

My previous practical experience includes temporary work
for private conservators and the Natural History Museum in
Vienna, and internships at the Centre de Conservation du
Quebec, and the Kunsthistorisches Museum in Vienna.
During a short placement in a workshop of the Indian
National Trust for Art and Cultural Heritage in Jodhpur,
India, I experienced my first insight in the conservation of
Asian art.

I am looking forward to gaining further experience in the
conservation of Asian art on paper during my five month
internship at the V&A. After that I will start my final year
project at the Academy of Fine Arts, Vienna.

New Interns

Gordana Car
Textile Conservation Intern

I am a Textile Conservator from The Croatian Conservation
Institute in Zagreb. I trained as a textile and fashion designer
and found that millieu artificial although I loved the work and
materials. During my training for this I was introduced to
conservation and it became natural to me to follow this
direction. There is no formal training in Croatia but luckily I
discovered there was a Conservation Institute where I could
get work experience and find out more about textile
conservation. I contacted them and in the beginning worked
as a volunteer for three days. Nine years later I am still there,
working full time as a textile conservator and find myself still
fascinated and committed to the work.

The Croatian Conservation Institute undertakes work for
museum or private collections throughout Croatia and
sometimes abroad. I think I am lucky to have had access to
the profession and to the objects that I have treated.

I am now even more lucky as on an initiative by Lady Jadranka
Beresford Peirse, who runs a trust for the preservation of
Croatian monuments, I have been able to come to the V&A.
My six month internship in the textile conservation section 
at the V&A is giving me the opportunity to broaden my
knowledge and expertise. It is giving me the chance to work
with new materials and methods and to explore the
techniques involved with costume mounting and display and
the preparation of mannequins. I am also learning about the
related materials that are found in costume accessories.

Whilst in the UK I am also intending to visit other conservation
studios (Hampton Court Palace Textile Conservation Studio,
The British Museum, The Leather Conservation Centre, The De
Witt Workshop in Mechelen and others). I also want to attend
as many talks and lectures as possible.

22

V&
A

Conservation Journal N
o.47



23

V&
A

Conservation Journal N
o.47

Laura Jiggins
Conservation Administrator
I have always been interested in the art sector, and after
completing my A-levels, I approached the theoretical side 
of art by completing a BA degree in Art History at Leicester
University. I combined my degree with supplementary
courses in both Computing and Italian. In my final year of
study I spent five weeks in Italy studying Renaissance art
and architecture. While studying I gained work experience
during the University holidays through short term contracts
with various companies. This included a contract as a
Recruitment Administrator for Walkers Snack Foods.

After graduating, my first full time job was working for
Schering-Plough pharmaceutical company as a Personal
Assistant. This gained me experience in Administration
which became vital for my role as Conservation Administrator.
Although I enjoyed working at Schering-Plough, I was keen
to get back into the arts sector and therefore starting
applying for jobs within museums. I was offered the role of
Conservation Administrator at the end of November 2003
and I started working for the Museum at the start of
December.

As Administrator for the Conservation Department my main
responsibilities include maintaining the Departments
finances on a day to day basis and administering the
finance systems in order to track invoices and orders. I am
also responsible for monitoring the Departments materials
and supplies, ensuring that stock levels are maintained and
ordering replacements where necessary. As administrator I
provide support for the conservators with general
administrative tasks and I am first point of contact for
conservation enquiries from members of the public.

New Staff

Ailke Karen Schroeder
Painting Conservation Intern

After finishing school I started my practical education at the
Herzog Anton Ulrich-Museum in Braunschweig. I spent
almost three years, from 1999 to 2002, in the paintings
conservation part of the museum.

In September 2002 I started a four year course at the
University of Applied Sciences, Cologne, Germany, where I
am studying the Conservation of Paintings and Wooden
Sculptures. As part of my studies I have taken part in several
conservation projects and also worked for a freelance
conservator. The internship that I am carrying out here at
the V&A Museum, for the next six months, is part of the
course.

I am very pleased to have been given the chance to be here.
After the internship I will go back to Cologne and finish my
studies at the University.



24

V&
A

Conservation Journal N
o.47

Jon Privett
Metal Conservator
I have a graduate honours degree in archaeology and art
history from King Alfred’s College in Winchester. After
graduating in 1996 I worked as a field archaeologist in
Britain and abroad until 2000.

I studied West Dean College’s post graduate diploma in the
conservation and restoration of fine metalwork, funded by
the worshipful companies of the Goldsmiths and Pewterers
and the Sidney Sanders Trust.

During my time at West Dean I served an internship at the
British Museum, was employed in the Metal department of
Plowden and Smith Ltd and for a contract in the White
Tower at the Tower of London.

Since leaving West Dean in 2002, I have established my own
metal conservation and restoration workshop in Winchester
where I carry out contract work and conservation for private
clients and the trade.

I joined the Sculpture, Metals & Glass Section in March 2004
where I am working on ecclesiastical metalwork for the new
Sacred Silver and Stained Glass gallery.

New Staff

Harriet Standeven
Tutor – RCA/V&A Conservation

I became interested in conservation whilst studying for 
an undergraduate degree in The History of Drawing and
Printmaking at Camberwell College of Arts. I then gained
practical experience in the painting conservation studios 
of the National Gallery of Ireland, and Southampton City 
Art Gallery, before studying for an MA in the Conservation 
of Easel Paintings at the University of Northumbria.

I have always been interested in artists’ use of non-traditional
materials, and was able to pursue this interest as a PhD
student on the RCA/V&A Conservation Programme. My
research investigated the use of commercial gloss
housepaints amongst twentieth-century British artists.
In it, I ascertained when the various classes of natural and
synthetic resins that were used in gloss paint manufacture
were introduced, and examined the beginnings and extent
of their use amongst British artists. I completed my research
in January 2004.

I am now a tutor on the MA Conservation Programme run
by the RCA/V&A, where I contribute to the delivery and
running of the programme, and provide tutorial care to
students.



Conservation Department
Staff Chart Summer 2004

Head of Conservation
Sandra Smith Fiona Campbell

Science

Boris Pretzel
Brenda Keneghan
Lucia Burgio
Richard Kibrya

Furniture, Textiles 
& Frames (FTF)

Furniture
Christine Powell
Shayne Rivers
Tim Miller
Nigel Bamforth

Textiles
Lynda Hillyer
Marion Kite
Val Blyth
Albertina Cogram
Frances Hartog
Susana Farjado- Hunter
Lara Flecker
Elizabeth-Anne Haldane

Frames
Sarah East
Zoe Allen

Paper, Books &
Paintings (PBP)

Paper
Merryl Huxtable
Victoria Button
Michael Wheeler
Susan Catcher
Lisa Nash (RIBA)

Mounters
Clair Battisson
Simon Fleury
Chris Gingell

Books
Jane Rutherston
Anne Greig
Karen Vidler

Paintings
Nicola Costaras

Sculpture, Metals,
Ceramics & Glass
(SMCG)

Sculpture
Charlotte Hubbard
Sofia Marques
Victor Borges

Metals
Diana Heath
Joanna Whalley
Sophy Wills
Donna Stevens
Katia Viegas Wesolowska
Jon Privett

Ceramics & Glass
Victoria Oakley
Fi Jordan
Juanita Navarro

Stained Glass
Sherrie Eatman
Helen Bower

Administration 
& Information
Systems

Tim Carpenter 
Laura Jiggins

Students
Surface Studies
Charis Theodorakopoulos,
PhD
Marie Vest, PhD

Historical/Technical Study
Allyson McDermott, MPhil
Timea Tallian, MPhil

Modern Jewellery
Cordelia Rogerson, PhD

Computer Visualisation
Nicholas Frayling, PhD

20th Century Materials
Harriet Standeven, PhD
Fotini Koussiaki, PhD
(with Tate)

Sculpture
Anna Kagiadaki, MA

Social History Objects
Emma Schmuecker, MA
(with Museum of London)

Conservation Science
Konstantinos Ntanos, MA
(with British Museum)

Furniture
Katja Gruber, MA

Stained Glass
Sherrie Eatman, MA

History, Ethics &
Management
Maria Troupkou, MPhil
Nicky Ingram, MPhil
(with English Heritage)

Natural History
Melissa Gunter, MA
(with Natural History
Museum)

Historical/Social & Artistic
Context
Ulrika Hübinette, PhD

Ethnographic Materials
Heidrun Gassner, MA
(with Horniman Museum)

Paper
Iwona Jurkiewicz-Gotch, MA
Clair Walton MA
(with Theatre Museum)

RCA/V&A Conservation
William Lindsay (RCA)
Alison Richmond (V&A)
Alison Bracker (RCA)
Jonathan Ashley-Smith (V&A)
Vincent Daniels (RCA)
Joanna Baden (RCA)
Maria Walklin (V&A)
Harriet Standeven (V&A)

Internships
Textiles
Gordana Car
Paper
Melanie Nief
Paintings
Ailke Schroeder

Graham Martin Albert Neher Pauline Webber Alan Derbyshire

Visiting Researchers
Titika Malkogeorgou

Key

Senior Management Team
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