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中 文 摘 要 ： 為刺激創作與原創性，思想作為收集視覺數據和靈感來源的支持
，近來情緒板重新獲得學界關注，強
調其作為輔助設計者解決設計問題的工具之效率。表格設備的重要
性在設計領域中已確立，一方面經
由設計教育來推動，同時軟體業也在開發電腦上的使用。此外，這
類設備也在相當程度上影響其他領
域，編劇和製片就透過電視犯罪小說，在虛構世界中將情緒板應用
為解決問題的工具。
該裝置或許是近世的，但目前尚未有討論其起源的全面性研究。因
此，本計畫旨在藉由繪製該設備在 設計領域的範疇來反思此一設備
的歷史。鑑於在 50 和 60 年代中表格式的創作在不同領域的藝術
創作 中盛行，研究將著眼於藝術家、設計師與作家，如何在創作過
程中使用並理論化表格設備，或藉拼貼 說明在作品中組成和關係建
立的原則。
設計方面，跨領域的實踐方式在美國有 Saul Bass 及 Charles and
Ray Eames，幾乎和英國獨立集團成 員間布告板的原則和美學同時
;而 Brion Gysin 和 William S. Burroughs 的文學、攝影和繪畫
作品也有 助於重新思考不同類型作品間的相似處。倘若如 David
Banash 指出，拼貼文化的特色能說明我們所想 強調不同創作者間
的相似性，也仍有其他因素需要交代。現今創作中，表格設備(如情
緒板)的普遍 性亦迫使人們評估在使用時的認知機制。

中文關鍵詞： 集合、拼貼、創作過程、設計、情緒板、問題解決、 佈告欄

英 文 摘 要 ： Thought as a support on which collected visual data and
inspiration sources can be arranged in order to facilitate
creation and stimulate originality, mood boards have
recently received a renewed attention in the academic
field, stressing its efficiency as a tool helping designers
to solve design problems. The importance such tabular
devices have earned in the field can be measured on the one
side through the way design education has promoted its
usage by teaching its fundamentals to design students,
while on the other side the software industry has striven
to develop virtual equivalents that can be used on
computers. Besides these recent developments, one can
observe to which extent such devices have influenced other
fields, if we take into account the way screenwriters and
production designers have transposed these production tools
within the fictional world, by adapting or translating in
TV crime fictions the field of applications of the mood
board as a problem-solving tool into the case boards used
by fictional detectives.
Though these recent examples may imply that the device is
recent, no comprehensive study have until now delineated
the outlines of its origins. The research project aims
therefore at reconsidering the history of the device, by
charting its presence inside and outside the field of



design. Given the prevalence of tabulated-driven creation
in different fields of artistic production during the 1950s
and the 1960s, a particular attention will be granted to
artists, designers, and writers, who used tabular devices,
theorized them, accompanied their creative process, or
illustrated the principles of assemblage and relationships
establishment in their works through the technique of
collage.
A trans-disciplinary approach of the working practices in
design as evidenced by the figures of Saul Bass and Charles
and Ray Eames in the United States, those developed almost
at the same time around the principles and aesthetic of the
tackboard among the members of the Independent Group in
Britain, and the development of the cut-ups in literature,
photography, and painting by Brion Gysin and William S.
Burroughs will help us to reconsider the similarities
existing between these different works, sometimes both at
the formal and conceptual levels, and evaluate the reasons
that led diverse practitioners active in different
disciplines to employ similar principles of production. If,
as David Banash has pointed out the culture of collage that
characterizes and punctuates twentieth-century creation may
explain the similarities we want to underline between these
different creators, there are also other factors that need
to be explained. The prevalence of the tabular device such
as the mood board in today’s creation forces us in this
respect to evaluate the cognitive mechanisms at work when
it is used.

英文關鍵詞： Assemblage, Collage, Creative Process, Design, Mood Board,
Problem Solving, Tackboard, Bulletin Board
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Final Report MOST “Processing Creation. A Transdisciplinary Research on Tabular Devices in 

the Arts During the 1950s and 1960s” Project: No. 106-2410-H-003-087 (1 August 2017 – 31 

July 2019)  

 

1. Abstract 

Keywords: Assemblage, Collage, Creative Process, Design, Mood Board, Problem Solving  

Thought as a support on which collected visual data and inspiration sources can be arranged 

in order to facilitate creation and stimulate originality, mood boards have recently received a 

renewed attention in the academic field, stressing its efficiency as a tool helping designers to 

solve design problems. The importance such tabular devices have earned in the field can be 

measured on the one side through the way design education has promoted its usage by 

teaching its fundamentals to design students, while on the other side the software industry 

has striven to develop virtual equivalents that can be used on computers. Besides these recent 

developments, one can observe to which extent such devices have influenced other fields, if 

we take into account the way screenwriters and production designers have transposed these 

production tools within the fictional world, by adapting or translating in TV crime fictions the 

field of applications of the mood board as a problem-solving tool into the case boards used by 

fictional detectives.  

Though these recent examples may imply that the device is recent, no comprehensive study 

have until now delineated the outlines of its origins. The research project aims therefore at 

reconsidering the history of the device, by charting its presence inside and outside the field of 

design. Given the prevalence of tabulated-driven creation in different fields of artistic 

production during the 1950s and the 1960s, a particular attention will be granted to artists, 

designers, and writers, who used tabular devices, theorized them, accompanied their creative 

process, or illustrated the principles of assemblage and relationships establishment in their 

works through the technique of collage.  

A trans-disciplinary approach of the working practices in design as evidenced by the figures of 

Saul Bass and Charles and Ray Eames in the United States, those developed almost at the same 
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time around the principles and aesthetic of the tackboard among the members of the 

Independent Group in Britain, and the development of the cut-ups in literature, photography, 

and painting by Brion Gysin and William S. Burroughs will help us to reconsider the similarities 

existing between these different works, sometimes both at the formal and conceptual levels, 

and evaluate the reasons that led diverse practitioners active in different disciplines to employ 

similar principles of production. If, as David Banash has pointed out the culture of collage that 

characterizes and punctuates twentieth-century creation may explain the similarities we want 

to underline between these different creators, there are also other factors that need to be 

explained. The prevalence of the tabular device such as the mood board in today’s creation 

forces us in this respect to evaluate the cognitive mechanisms at work when it is used.  

創造處理: 50 與 60 年代藝術中表格設備的跨領域研究 

關鍵字: 集合、拼貼、創作過程、設計、情緒板、問題解決  

為刺激創作與原創性，思想作為收集視覺數據和靈感來源的支持，近來情緒板重新獲

得學界關注，強調其作為輔助設計者解決設計問題的工具之效率。表格設備的重要性

在設計領域中已確立，一方面經由設計教育來推動，同時軟體業也在開發電腦上的使

用。此外，這類設備也在相當程度上影響其他領域，編劇和製片就透過電視犯罪小

說，在虛構世界中將情緒板應用為解決問題的工具。 

該裝置或許是近世的，但目前尚未有討論其起源的全面性研究。因此，本計畫旨在藉

由繪製該設備在 設計領域的範疇來反思此一設備的歷史。鑑於在 50 和 60 年代中表格

式的創作在不同領域的藝術創作 中盛行，研究將著眼於藝術家、設計師與作家，如何

在創作過程中使用並理論化表格設備，或藉拼貼 說明在作品中組成和關係建立的原

則。  

設計方面，跨領域的實踐方式在美國有 Saul Bass 及 Charles and Ray Eames，幾乎和英國

獨立集團成 員間布告板的原則和美學同時;而 Brion Gysin 和 William S. Burroughs 的文
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學、攝影和繪畫作品也有 助於重新思考不同類型作品間的相似處。倘若如 David 

Banash 指出，拼貼文化的特色能說明我們所想 強調不同創作者間的相似性，也仍有其

他因素需要交代。現今創作中，表格設備(如情緒板)的普遍 性亦迫使人們評估在使用

時的認知機制。  

 

2. Introduction 

Finding its first accountable usage in the vocabulary during the 1980s according to the Oxford 

English Dictionary Online, the mood-board has received for two decades a renewed attention 

from the academic field (Deana McDonagh and Ian Storer, “Mood Boards As a Design Catalyst 

and Resource: Researching an Under-Researched Area,” in The Design Journal, Vol. 7, No. 1, 

2004, pp. 16-31; Leah Scolere and Lee Humphreys, “Pinning Design: The Curatorial Labor of 

Creative Professionals,” in Social Media + Society, January-March 2016, pp. 1-16). It is 

understood and defined as a tool that can help designers to solve design problem by brin[ing] 

together apparently incongruent data to promote inspirations (Tracy Cassidy, “The Mood Board 

Process Modeled and Understood as a Qualitative Design Research Tool,” in Fashion Practice, 

Volume 3, No. 2, 2011, pp. 225-252) 

 

The first critical contributions aiming at evaluating the use and relevance of mood boards in the 

creative process as tools for interpreting and solving problems originate from the educational 

field. Steve Garner and Deana McDonagh at Loughborough University, are among the first to 

have recognized that the exploitation of mood boards in design education should be improved 

(Steve Garner & Deana McDonagh-Philp, “Problem Interpretation and Resolution via Visual 

Stimuli: The Use of ‘Mood Boards’ in Design Education,” in The International Journal of Art 

& Design Education, Vol. 20, No. 1, 2001, pp. 57-64). Considered as “one of the most valuable 

tools in the designing process” (Garner, McDonagh, 2001, p. 58) mood boards, thanks to their 

“flexibility in form and application” encourage “lateral thinking,” an aptitude which, according 

to Edward Debono theories, has the power to liberate oneself from old ideas and stimulate new 

ones (Edward Debono, Lateral Thinking, London: Ward Lock Educational Ltd, 1970, pp. 11-

12 / Garner McDonagh, 2001, p. 58). Consisting of “a collection of found and/or made images 

fixed to a board for the purpose of a presentation” (Garner McDonagh, 2001, p. 58), mood 

boards in their multiple configurations, as collages or assemblages, may on the one side 
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epitomized the “restless searching which characterizes good design” (Garner McDonagh, 2011, 

p. 59). At the same time, they are more than a collection of images and data, since on the other 

side, they “can be used to integrate and support-finding and problem-solving strategies” (Garner 

McDonagh, 2011, p. 60).  As evidenced by many scholars interested in the backstories of design 

creation, designers rely indeed in great part on a “conscious use of previous designs and other 

objects and images” or what can be define as “sources of inspiration” (Claudia Eckert, Martin 

Stacey, “Sources of Inspiration. A Language of Design, Design Studies, Vol. 21, No. 5, 2000, 

pp. 523-538. Here, p. 524). Having recourse to visual models to generate new ideas is not only 

extremely common; it constitutes an essential cognitive dimension. As evidenced by Claudia 

Eckert and Martin Stacey, the “perception of external sources of inspiration prompts new 

imaginings” (Eckert, Stacey, 2000, p. 526). If inspirational images may not totally replace the 

role played by sketches in the creative process, they participate in the complex process of 

externalization essential to ideation. In this respect they “function similarly to sketches” as both 

“facilitators of reinterpretation” and “memory aids” (Eckert, Stacey, 2001, p. 354). Since 

sources of inspiration are essential to develop new ideas, collecting them has to be understood 

as a preliminary stage, which nonetheless shouldn’t be overlooked. The mood board can do 

more than that. It allows oneself “to juxtapose partly formed ideas,” providing “a mechanism 

[…] to respond to perceptions about [a] brief, [a] problem as it emerges and […] ideas as they 

develop” (Garner McDonagh, 2011, p. 63). 

 

The device has earned a full legitimacy, if we consider to which extent the software industry 

has recently tried to emulate physical mood boards by providing the market and professionals 

virtual equivalents that may operate on computers (Simon Laing and Masood Masoodian, “A 

Study of the Role of Visual Information in Supporting Ideation in Graphic Design,” in Journal 

of the Association for Information Science and Technology, Vol. 66, No. 6, 2015, pp. 1199-

1211, Here, p. 1207-1209). These new developments demonstrate to which extent mood boards 

have to be understood as essential tools in problem solving. Besides these examples, one can 

observe that the mood boards have influenced other fields, if we take into account the way 

screenwriters and production designers have transposed these production tools within the 

fictional world. As I have demonstrated in my previous research project, the field of 

applications of the mood board as a problem-solving tool has been adapted or translated in TV 

crime fictions into the case boards used by fictional detectives. However, there is still today no 

comprehensive study that may understood where does the device originate from, whether 

designers are the “inventors” and single users, and when it was adopted by designers and 
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creators to help them in their creative process. The ambition of this research project was to 

reconsider the history of the device before it was called a mood board as well as charting its 

presence and its occurrence not only inside the designers’ offices but also in other fields during 

the 1950s and 1960s. 

 

3.  Research purpose and methods 

The ambition of the research project was to collect and analyze visual documents and 

textual testimonies that can attest to the usage of tabular devices in artistic creation 

between the 1950s and the 1960s. The scope of the research was deliberately large at the 

beginning in order to narrow it down to more specific case studies in a second time. It took 

about one year to gather the literature devoted to artist’s studios, to analyze the visual 

material that could provide important information about the presence of tabular devices 

such as tackboards, bulletin boards, “mood boards” or other similar supports on which 

artists may pin different kind of documents useful for their creation, and finally establish 

some synthesis about the prevalence or development of such practices. It appeared on the 

one hand that the presence of these devices in creative circles can be traced back earlier 

than the middle of the twentieth century. They are already present in the 1930s, as can 

show different photographs showing graphic designers at work. Such discovery has 

confirmed the hypothesis that the usage of “mood boards” is much older than the first 

accountable usage of the term.  

However, if we consider the two decades under scrutiny, it is clear that tabular assemblages 

have become more and more popular in some artistic circles, and this more specifically 

within the circle of the Independent Group and a little bit later among the  British Pop artists 

(Peter Blake, Pauline Boty). This is also attested both by visual textual sources of the time, 

which emphasize the presence of such devices in the artistic production of these artists. 

During the research it has become necessary to raise new questions in order to narrow down 

the scope of the research. The processing of the secondary literature took more time than 

expected, and the financial means available to access primary sources in the archives overseas 

had to be used parsimoniously and in the most efficient way. It has become clear that the 

presence of tabular devices in artists’ studios could only be understood plainly if one could 
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establish the genealogy of the devices themselves and measure their presence in other 

contexts of usage. Relying on the recollection of Toni del Renzio mentioning in an interview 

given in 1988 that he, and the members of the Independent Group were all using in the 

beginning of the 1950s “tackboards […] where [they] constantly pinned things up” (David 

Robbins, (ed.), The Independent Group: Postwar Britain and the Aesthetics of Plenty, 

Cambridge, MIT Press, 1990, p. 37), the first move was to gather as much documentation as 

possible to verify the relevance of his testimony.  As there was no comprehensive study on 

this issue, nor any data on the mundane usage of tackboards in British homes, it was therefore 

necessary to do some ground work, establish the state of the research, and collect the 

literature that might have documented their presence visually or textually. 

 

In parallel with the processing of the documentation related to the different protagonists who 

were part of the circle of the Independent Group and could bring further insights about the 

presence and usage of tackboards, it appeared progressively that the research could not lead 

to ample results. The documentation was not only difficult to access, but also scarce. A reason 

to this was that the term “tackboard” was much too restrictive. This became obvious when 

leafing through the pages of John Berger’s Ways of Seeing I discovered another term that 

happened to be much more inspiring. This discovery happened in a context without any link 

with the research project, when I put Berger’s book on the program of my course on Art 

Historiography. I had not only the confirmation through John Berger that the device where 

things were pinned up had become very popular in 1972; I also discovered through him that 

the term “bulletin board” might be more widely used than “tackboard”. This breakthrough 

was absolutely fundamental and led to reconsider the direction of the research. Thanks to the 

new keyword “bulletin board” it was possible to measure more clearly through different 

punctual surveys in different databases that the usage of the device on which to pin things up 

seemed to be particularly more frequent and popular in the 1960s in contexts other than art. 

It appeared indeed that a significant numbers of books on the device itself used to be 

published essentially in United States, bringing to light the popularity of the bulletin board 

principally in the field education. It became evident to focus on this phenomenon, in order to 

understand its parallel application in the artistic field at that time.  The access to the primary 

sources was therefore more than urgent, necessitating to visit libraries possessing these 

publications. As most of the resources were published at the time in the United States, the 
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Library of Congress and the New York Public Library appeared to be the institutions holding 

the majority of the resources that could potentially be useful. 

 

4. Literature review 

A comprehensive review of the whole literature used in the context of the research project 

would exceed the limits of the final report. Besides the processing of the literature on “mood 

boards,” the first stage of the research project drew a special attention on the literature 

related to artists’ studios. The ambition was to have an overview on the way artists might have 

used tabular devices in their working environment. It was therefore necessary to gather a 

comprehensive and comparative sample of visual and textual sources acknowledging the 

usage of tabular devices in artistic circles during the 1950s and the 1960s. In order to have a 

clear view on the issue it was necessary to verify the hypothesis positing that the presence of 

these devices began to be essential to the creative process during the decades in question. 

The first stage of the research consisted therefore in consulting the latest literature focusing 

on the artists’ and creators’ studios. This step was necessary in order not to omit important 

aspects that could help to reconsider the history of the tabular device before it was called a 

“mood board".  

 

Given the fact that the tabular device may be seen also as a visual archive that can help artists 

to shape their creation, and given the fact that the tabular form has increased in the context 

of contemporary exhibitions, it was necessary also to pay attention to what has been called 

the “archival turn” (Cheryl Simon, “Introduction: Following the Archival Turn,” in Visual 

Resources, Vol. 18, no. 2, 2002, pp. 101-107). A comprehensive processing of the literature on 

archives has been undertaken in order to have a better understanding of a phenomenon that 

seems to have begun in the 1950s, for example with the development of “changeable 

artworks” (Hanna Barbara Hölling, “The Archival Turn: Toward New Ways of Conceptualising 

Changeable Artworks,” in Rasa Smite, Lev Manovich and Raitis Smits (eds.), Data Drift: 

Archiving Media And Data Art In The 21st Century, Riga: RIXC, LiepU MPLab, 2015, pp. 73-89) . 

In parallel, a third stage of the research was undertaken in parallel with the processing of the 

literature related to members of the Independent Group such as  Eduardo Paolozzi, Nigel 

Henderson, John McHale, and Richard Hamilton, and that related to the younger generation 
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of British Pop artists who take over the aesthetic and principles of the tackboard, such as Peter 

Blake, Pauline Boty, R. B. Kitaj, or Robert Rauschenberg in the United States. 

 

Relying on the recollection of Toni del Renzio mentioning in an interview given in 1988 that 

he, and the members of the Independent Group were all using in the beginning of the 1950s 

“tackboards […] where [they] constantly pinned things up” (David Robbins, (ed.), The 

Independent Group: Postwar Britain and the Aesthetics of Plenty, Cambridge, MIT Press, 1990, 

p. 37), the first move was to gather as much documentation as possible to verify the relevance 

of his testimony.  As there was no comprehensive study on this issue, nor any data on the 

mundane usage of tackboards in British homes, it was therefore necessary to do some ground 

work, establish the state of the research, and collect the literature that might have 

documented their presence visually or textually. 

 

In parallel with the processing of the documentation related to the different protagonists who 

were part of the circle of the Independent Group and could bring further insights about the 

presence and usage of tackboards, the discovery of an ample literature on bulletin boards 

helped to refocus the research on the importance it played in the education. As most of the 

documentation was only accessible in the United States, it became necessary to process the 

research in the libraries which possessed these resources. 

 

Resource consulted on artists’ ateliers and archives in Taiwan during the first stage and second 

stage of the research project 

- E . van Alphen, Staging the Archive, Art and Photography in the Age of New Media, 
London, 2014 

- B. von Bismarck et alii (ed.), Interarchive. Archiverische Praktiken und 
Handlungsräume im Zeitgenössischen Kunstfield / Archival Practices and Sites in the 
Contemporary Art Field, Cologne, 2002 

- A. Bonnet, J. Lavie, J, Noirot, P. L. Rinuy (ed.), Art et transmission. L’atelier du XIXe 
and XXIe siècle, Rennes, 2014 

- G. Borggreen, R. Gade (ed.), Performing Archives / Archives of Performance, 
Copenhagen, 2013 

- M. Brandhuber and M. Buhrs (ed.), In the Temple of the Self. The Artist’s Residence 
as a Total Work of Art, Europe and America 1800-1948, Ostfidlern, 2013 

- I. Conzen (ed), Mythos Atelier. Von Spitzweg bis Picasso, von Giacometti bis Nauman, 
Munich, 2012 

- L. Daston (ed.), Science in the Archives, Pasts, Presents, Futures, Chicago, 2017 
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- D. Desveaux et alii (ed.), Dans l’atelier. L’artiste photographié d’Ingres à Jeff Koons, 
Paris, 2016 

- P. Elliott (ed.), Cut and Paste. 400 Years of Collage, Edinburgh, 2019 
- O. Enwezor, Archive Fever Uses of the Document in Contemporary Art, New York, 

2008 
- F. Federici, C. G. Saba (ed.), Cinema and Art as Archive. Form, Medium, Memory, 

Mimesis, 2014 
- J Gribenski, V. Meyer, S. Vernois (ed.), La maison de l’artiste. Construction d’un 

espace de représentations entre réalités et imaginaire (XVIIe-XXe siècles, Rennes, 
2007 

- H. G. Hiller von Gaertringen (ed.), Topos Atelier. Wekstatt un Wissensform, Berlin, 
2010 

- P. Marcillioux, Les ego-archives Traces documentaires et recherche de soi, Rennes, 
2013 

- E. Orsini, Atelier. Lieux de la pensée et de la création, Paris, 2012 
- F. Nehrlich, A. Bonnet, Apprendre à Peindre. Les ateliers privés à Paris 1780-1863, 

Tours, 2013 
- M. Peppiatt and A. Bellony Rewald, Imagination’s Chamber. Artists and Their Studios, 

London, 1983 
- D. Schulmann (ed.), Ateliers: l’artiste et se lieux de création dans le collections de la 

Bibliothèque Kandinsky, Paris 2006 
- S. Spieker, The Big Archive. Art From Bureaucracy, Cambridge and London, 2008 
- J Vaknin, K. Stuckey, V. Lane (ed.), All This Stuff. Archiving the Artist, Faringdon, 2013 

 
Resources consulted during the research trips in New York and Washington (third stage of 
the project) 
 

- A. I. A. Journal of the American Institute of Architects 
- Mable Allen, Home Economics Bulletin Boards, West Union (IA): Darjohn Teaching Aids, 

1962 
- Willard Allphin, “Brightness Control in a Model Schoolroom,” in Illuminating 

Engineering Including Transaction of the Illuminating Engineering Society,  Volume XLI, 
No. 1, January 1946, pp. 21-34 

- Anne Bony, Meubles et décors des années 60, Paris: Regard, 2003 
- William W. Caudill, Toward Better School Design, New York: F. W. Dodge Corporation, 

1955 
- Kate Coplan, Poster Ideas and Bulletin Board Techniques for Libraries and Schools, 

Dobbs Ferry (NY): Oceana Publications, 1962 
- Kate Coplan and Constance Rosenthal, Guide to Better Bulletin Boards. Time and Labor-

Saving Ideas for Teachers and Librarians, Dobbs Ferry (NY): Oceana Publications, 1970 
- Lee Friedlander, Witness Number Six: Raoul Hague,  His Work and Place, A Memoir, 

New York and Portland: JSG and Nazraeli Press, 2009 
- Michael Gotkin, “Raoul Hague,” in Artists’ Handmade Houses, New York: Abrams,  

2011, pp. 82-97 
- Robert A. Hein, Easy Bulletin Boards, Cleveland: easy Bulletin Boards, 1959 
- George F. Horn, Bulletin Boards, New York: Reinhold, 1962 
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- Donovan A. Johnson and Clarence E. Olander, How to Use Your Bulletin Board, 
Washington: National Council of Teacher of Mathematics, 1955 

- Joachim Peter Kastner, Erwin Heerich, Cologne: Walther König, 1991 
- James S. Kinder, Audio-Visual Materials and Techniques, New York: American Book Co., 

1959 
- Thomas Arthur Koskey, Baited Bulletin Boards: A Handbook for Teachers, Palo Alto: 

Fearon Publishers, 1954 
- Thomas Arthur Koskey, Creative Corrugated Cardboard. A Handbook for Teachers, San 

Francisco: Fearon Publishers, 1957 
- Ethel Lewis, Decorating the Home, New York: The Macmillan Company, 1942 
- NEA Journal (The Journal of the National Education Association) 
- T. H. Mathre, Creative Bulletin Boards. Suggestions for Bulletin Boards to be Used 

Throughout the School Year, Minneapolis:  T. S. Denison & Company, 1962 
- Ray Miller, Bulletin Boards High, Wide, and Handsome, Riverside (CA): Bruce Muller, 

1957 
- Barbara Plumb, Young Design in Living, New York: The Viking Press, 1969 
- Leslie Weldemar Nelson, Instructional Aids. How to Make and Use Them, Dubuque (IA): 

W. C. Brown Co. 1958 
- Dorothy G. Petersen, The Elementary School Teacher, New York: Appleton-Century-

Crofts, 1964 
- Practical Home Economics 
- Reino Randal and Edward C. Haines, Bulletin Boards and Display, Worcester (MA): 

Davis Publications Inc., 1961 
- Doris Ruby, 4D Bulletin Boards that Teach: Duo-Purpose, Dimensional, Diversified, 

Direct, San Francisco: Fearon Publishers, 1960 
- J. E Schuler (ed.), Interiors for Contemporary Living. An International Survey in Color, 

New York: Architectural Book Publishing Company Inc., 1960 
- B. J. R. Stolper, The Bulletin Board as a Teaching Device, New York: Teachers College, 

Columbia University, 1946 
- Matthew F. Vessel and Herbert H. Wong, Science Bulletin Boards, Belmont (CA): Fearer 

Publishers, 1962 
- Virginia Warner, Bulletin Boards Seasonal Ideas, Minneapolis: T. S. Denison, 1962 
- Anne Douglas Weseloh, E-Z Bulletin Boards. A way to More Effective Room 

Environment for Elementary Teachers, San Francisco: Fearon Publishers, 1959 
- Russell E. Wilson, Flexible Classrooms. Practical Ideas for Modern Schoolrooms, Detroit: 

Carter Co, 1953 
 
Resources consulted during the research trips in London and Edinburgh (third stage of the 
project) 
 

- Edgar Dale, Audio-Visual Methods in Teaching, New York: The Dryden Press, 1946 
- Decorating Ideas. New Room-by-Room Decorating Tips, Meredith Publishing Company, 

1960 
- Design, (Published for the Council for Industrial Design) 
- Richard Hamilton, “Art and Design,” in Popular Culture and Personal Responsibility. A 

Conference of those engaged in education together with parents, those directly or 
indirectly concerned with the welfare of children and young people, and people 
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involved in the mass media themselves, to examine the impact of the media of mass 
communication in present-day moral and cultural standards, held at Church House, 
Westminster, 26th to 28th October, 1960, Verbatim Report, Published by The National 
Union of Teachers, London: Hamilton House Mabledon Place, 1961, pp. 135-155 
Ben Highmore, The Great Indoors. At Home in the Modern British House, London: 
Profile Books, 2014 
Nigel Henderson, Photographs, collages, paintings, Kettle’s Yard Gallery, Northampton 
Street, Cambridge, 5-27 March, 1977 
Kathleen B. Hester, Teaching Every Child to Read, Second Edition, New York, Evanston 
& London: Harper & Row, 1964 
Interior Design and Contract Furnishing 

- Charlotta Kotik John McHale, The Expandable Ikon: Works by John McHale, Buffalo (NY), 
Albright-Knok Gallery, 1984 

-  Ladies’ Home Journal (The Magazine Women Believe In) 
- John Lidstone, Building with Cardboard, New York: Van Nostran Reinhold Company, 

1968 
- Lee Miller, “The Human Head. Lee Miller examines the contents and casing of the 

human skull, its magic, its mysterious properties on which we bestow the name 
beauty,” in Vogue UK, April 1953, pp. 146-147, 168, 170 

- J. E. Schuler, Interiors for Contemporary Living, New York: Architectural Book 
Publishing, 1960 

- Elizabeth T. Halsey, Ladies’ Home Journal Book Of Interior Decoration, Philadelphia: 
The Curtis Publishing Company, 1954 

- Merle A. Stoneman, Knute O. Broady, Alanson D, Brainard, Planning and Modernising 
the School Plant, Lincoln: University of Nebraska Press, 1949 

- Woman’s Home Companion 
 

5. Conclusion and suggestions 

The scope of the research was large and the outcomes have been particularly positive 

regardless the conditions – far from ideal –  in which it had to be undertaken. There is indeed 

the necessity to acknowledge some regrets. Due to a health condition discovered in the 

Summer break of 2017 which resulted in a sensitive ear surgery (a tympanoplasty) that took 

place in September of the same year the beginning of the research plan was compromised. 

Tthe working pace had to be diametrically reconsidered and slowed down, while the overseas 

trips that had been originally planned had to be postponed. This situation was absolutely 

unfortunate and added to the difficulties of the whole project, which, from the two years 

planned submitted to the MOST, had one year cut. These circumstances had an impact on the 

agenda. The reduction of the financial support as well as reduction by two of the help I could 

get from research assistants implied a pragmatic reconsideration of some priorities. It was 

indeed necessary to exploit the best as possible the financial support available, to renounce 
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to attend conferences, and to reduce the potential sources to be processed in the archives. 

The  outcomes are therefore different than as they were ideally planned. They are 

nevertheless positive and let foresee new threads to be further processed.  

 

6. Self-evaluation of the research plan 

First, the research process was far from linear and some serendipitous findings permitted to 

unlock at different moments a painstaking process. If there were breakthroughs, I had also to 

face some dead-ends. I would have been glad to discover earlier the term bulletin board, 

which was at the beginning unknown to me and almost absent from  the sources I was 

painstakingly consulting. It would have been possible to make significant findings earlier in the 

stage of the research. At the same time, one knows the importance of serendipity, when 

dealing with issues that are yet unexplored.  

 

Secondly, the research project was originally meant to last at least two years. The ambitious 

number of sources to be consulted and the different remote institutions meant to be visited 

necessitated such length of time. Unfortunately the project was only granted one single year. 

This appeared to be much too short. It was therefore necessary to reduce the number of 

potential resources and refocus the whole project. This had naturally a cost in terms of results. 

The contingencies of a research project are sometimes overlooked. The misspelling of a 

patronym and a location may for instance cast some light on some of the difficulties 

encountered. They have a direct cost in terms of time consumed. Lawrence Alloway’s chapter 

devoted to the development of British Pop Art published n 1966 by Lucy Lippard discusses 

briefly the presence and usage of tackboards in the artistic circles of the time in Great Britain. 

It constituted a significant source to be further explored. However, the name of the gallery in 

which a group of Cambridge artists exhibited in 1960 was incorrectly referenced. It was 

incomplete, and the last name of one of the artists who exhibited there was also incorrect. It 

took therefore time to cross-reference many other data in order to re-establish the correct 

name of the gallery and figure out that it had a short but influential presence during the mid-

1950s and mid-1960s in London. Once having unlocked the mystery of the name of the gallery 

which had until then given no sort of results, it became easier to check whether there was a 
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possibility to find any visual documents related to the venue in question. After some further 

investigations, it appeared that the whole archives of the gallery (visitors book, invitation 

leaflets, exhibition catalogues, installation views, and press reviews) were kept by the Tate 

Gallery. It was exciting to know that there was a possibility to figure out more concretely to 

which extent the groundbreaking exhibition described by Lawrence Alloway might constitute 

an important milestone  regarding the development of tabular devices during the period in 

question.  

 

After contacting the Tate Gallery for an appointment and being granted the access to the 

archives in question, it appeared that the documents which would have helped me to cast 

some light on the issue I was dealing with were actually absent from the boxes. These 

documents were not lost but coincidentally and temporarily displayed in the vitrines of the 

museum. If I had the possibility to consult all the archive material of the Tate archives, it was 

not the case of the pages in the volumes that were locked behind the glass, and unfortunately 

the pages exhibited in the vitrines were not the ones I was looking for. The research in this 

context was partially unsuccessful. It will be therefore necessary to come back to London 

when the documents will come back in the archives and will be physically accessible. I am 

currently waiting a confirmation from the staff of the Tate Archives informing me when the 

process of repatriation will take place. 

 

Given the reduction of time and financial means that were finally allotted to the research 

project, there are research threads that have so far remained unexplored. It was in this respect 

not possible to explore any resources in Los Angeles related to the usage of tabular devices 

(bulletin board) in the field of production design, as initially planned. In parallel, the research 

has also led to new threads which will necessitate to be further explored. It has incidentally 

appeared through parallel readings that the artist Robert Rauschenberg used to have recourse 

of a “muse wall” in his studio on Captiva Island in Florida. Though the literature is particularly 

dense on this artist, it has remained silent regarding the usage of this device. It has therefore 

been planned to investigate this aspect further. In order to respond thoroughly to the issues 

which remain so far in suspense, a new research project has been put on the agenda. 
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The undertaking of a research project implies many sacrifices and the time allotted to process 

it correctly appears at the end much too short. The difficulties encountered by a scholar 

working in the field of “soft” sciences such as art history, in comparison with a scholar working 

in the field of “hard” sciences are incomparable. Often the subject matter of the research 

project cannot be related directly to the issues taught in course. It leads to a schizophrenic 

situation in which multi-tasking puts into danger the quality of both research and teaching. It 

is indeed almost impossible to handle simultaneously the load of literature necessary in both 

areas of expertise. The length of the semesters in which one has to teach without any 

substantial reduction of teaching hours is much too long in comparison with other countries, 

while he time remaining for a research abroad during the semesters break is reduced to its 

smallest share. This situation has a cost and can only contribute to add some frustration to 

the final outcomes of the research project.  

 

Indirect outcomes to the research project must be mentioned. In the course of the research, 

when dealing more specifically with the literature devoted to Robert Rauschenberg and 

looking for substantial information related to his “muse wall,” I came across the realizations 

he made in cardboard which epitomize the new beginnings that took place in his creation 

since 1970. Having in mind the photographs Pablo Picasso made in 1912 of his atelier’s wall 

with his cardboard guitar hanging in the middle of a series of drawings showing several 

constructions pinned on that wall, I undertook a parallel research on the development of 

cardboard sculpture in the 1950s and 1960s when I was invited by the Juming Museum to 

participate in the 2019 International Academic Conference on the Mutlifaceted Meanings of 

Sculpture After WWI that took place on 19 and 20 October 2019. It makes no doubt that the 

revolution led by Georges Braques and Pablo Piccasso with the invention of the papiers collés 

or pasted papers in 1912, brought at the forefront the principles of collage, of which the 

bulletin boards and later mood boards are indirectly indebted.  

 

This parallel research was also triggered by the concomitant aspects discovered in the 

literature on bulletin boards. Indeed, bulletin boards as well as cardboard are respectively a 

flexible tool and a flexible material that can help to model and shape creative thoughts. My 

ambition in the conference paper was to cast some light on the presence of cardboard as a 

specific material in the expanded field of sculpture; to reconsider the different narratives 
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which underlies its various usages, and evaluate to which extent cardboard as an 

unpretentious material has become the new model from which it has become possible to 

rethink sculpture out of the box. Cardboard – like bulletin boards – have become popular in 

the artistic creation thanks to their modular qualities. An article which is expanding the issues 

that were presented in the conference will be soon submitted for publication. At least another 

project of article related more specifically to the outcomes of the research project is under  

completion and will be also submitted for being published. 
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Report on Overseas Research Trips MOST “Processing Creation. A Transdisciplinary 

Research on Tabular Devices During the 1950s and 1960s” Project: No. 106-2410-H-003-087 

(1 August 2017 – 31 July 2019) 

 

1. Process of conducting the research 

The first stage of the research project was to gather a comprehensive sample of visual and 

textual sources acknowledging the usage of tabular devices in artistic circles during the 1950s 

and the 1960s. In order to have a clear view on the issue it was necessary to verify the 

hypothesis positing that the presence of these devices began to be essential to the creative 

process during the decades in question. The first stage of the research consisted therefore in 

consulting the latest literature focusing on the artists’ and creators’ studios. This step was 

necessary in order not to omit important aspects that could help to reconsider the history of 

the tabular device before it was called a “mood board".  

 

Relying on the recollection of Toni del Renzio mentioning in an interview given in 1988 that 

he, and the members of the Independent Group were all using in the beginning of the 1950s 

“tackboards […] where [they] constantly pinned things up” (David Robbins, (ed.), The 

Independent Group: Postwar Britain and the Aesthetics of Plenty, Cambridge, MIT Press, 1990, 

p. 37), the first move was to gather as much documentation as possible to verify the relevance 

of his testimony.  As there was no comprehensive study on this issue, nor any data on the 

mundane usage of tackboards in British homes, it was therefore necessary to do some ground 

work, establish the state of the research, and collect the literature that might have 

documented their presence visually or textually. 

 

In parallel with the collect of the documentation related to the different protagonists who 

were part of the circle of the Independent Group and could bring further insights about the 

presence and usage of tackboards, it appeared progressively that the research could not lead 

to ample results. The documentation was not only difficult to access, but also scarce. A reason 

to this was that the term “tackboard” was much too restrictive. This became obvious when 

leafing through the pages of John Berger’s Ways of Seeing I discovered another term that 

happened to be much more inspiring. This discovery happened in a context without any link 

with the research project, when I put Berger’s book on the program of my course on Art 
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Historiography. I had not only the confirmation through John Berger that the device where 

things were pinned up had become very popular in 1972; I also discovered through him that 

the term “bulletin board” might be more widely used than “tackboard”. This breakthrough 

was absolutely fundamental and led to reconsider the direction of the research. Thanks to the 

new keyword “bulletin board” it was possible to measure more clearly through different 

punctual surveys in different databases that the usage of the device on which to pin things up 

seemed to be particularly more frequent and popular in the 1960s in contexts other than art. 

It appeared indeed that a significant numbers of books on the device itself used to be 

published essentially in United States, bringing to light the popularity of the bulletin board 

principally in the field education. It became evident to focus on this phenomenon, in order to 

understand its parallel application in the artistic field at that time.  The access to the primary 

sources was therefore more than urgent, necessitating to visit libraries possessing these 

publications. As most of the resources were published at the time in the United States, the 

Library of Congress and the New York Public Library appeared to be the institutions holding 

the majority of the resources that could potentially be useful. 

 

2. Results / Achievements 

 

Research in the New York Public Library in New York and the Library of Congress in 

Washington (2-11 July 2019) 

Given the relatively limited financial means available, drastic choices needed to be done 

regarding the collect of sources in archives. It was not possible to visit all the institutions that 

were initially planned in the project, and it became sound to capitalize on promising sources 

that haven’t been so far exploited by any scholar. The research trip in New York and 

Washington was therefore planned to access these primary sources and consult their content. 

 

The stay in New York (2 July – 7 July 2019) was meant to work and research in the New York 

Public Library in order to access its exceptional visual resources. Besides the books I wanted 

to consult, the Picture Collection was the main target. It hosts over one million pictures and 

has no equivalent in the world. Accessing its remarkable visual archive was crucial and allowed 

me to follow different threads regarding the presence of bulletin boards in different contexts 

such as homes, schools, working places, or advertisements. Such kind of visual research 



 3 

wouldn’t have been possible just in consulting books. It would have taken much more time, 

without having the guarantee to find illustrations related to the subject matter. The few 

images I found confirmed that the 1950s and 1960s were the crucial years regarding the 

presence of bulletin boards in domestic contexts. It also provided me with new bibliographical 

sources.  

 

The stay in Washington (7 July – 11 July 2019) was no less crucial, since it permitted to access 

the comprehensive resources of the Library of Congress. I consulted all the publications (both 

physical and digital) that were available on bulletin boards. It was also possible to see the 

evolution and development of their presence in the field of education, and confirm that the 

popularity of these devices is confirmed by their growing number after WWII (for a list of the 

books and references consulted both in Washington and New York, see below). In the Library 

of Congress I could access all the material published on bulletin boards. I spent five days to 

consult, gather, and scan sources related to bulletin boards that could offer a comprehensive 

vision of the presence and development of these devices in the context of education. It 

appeared indeed that bulletin boards were progressively and increasingly preferred over 

chalkboards in schools. The post-war was indeed a period of drastic changes  in the school 

infrastructures, and bulletin board became a new element of furniture in classrooms. The 

literature at the time discusses the necessity to increase the surfaces of bulletin boards, and 

preconizes which areas in the classrooms may be more suitable to receive such devices. At 

the same time, bulletin boards became new tool for teaching and learning, having interactions 

with students, and they serve creativity. 

 

Resources consulted in the New York Public Library and the  Library of Congress (Washington) 

- A. I. A. Journal of the American Institute of Architects 

- Mable Allen, Home Economics Bulletin Boards, West Union (IA): Darjohn Teaching Aids, 

1962 

- Willard Allphin, “Brightness Control in a Model Schoolroom,” in Illuminating 

Engineering Including Transaction of the Illuminating Engineering Society,  Volume XLI, 

No. 1, January 1946, pp. 21-34 

- Anne Bony, Meubles et décors des années 60, Paris: Regard, 2003 
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- William W. Caudill, Toward Better School Design, New York: F. W. Dodge Corporation, 

1955 

- Kate Coplan, Poster Ideas and Bulletin Board Techniques for Libraries and Schools, 

Dobbs Ferry (NY): Oceana Publications, 1962 

- Kate Coplan and Constance Rosenthal, Guide to Better Bulletin Boards. Time and Labor-

Saving Ideas for Teachers and Librarians, Dobbs Ferry (NY): Oceana Publications, 1970 

- Lee Friedlander, Witness Number Six: Raoul Hague,  His Work and Place, A Memoir, 

New York and Portland: JSG and Nazraeli Press, 2009 

- Michael Gotkin, “Raoul Hague,” in Artists’ Handmade Houses, New York: Abrams,  

2011, pp. 82-97 

- Robert A. Hein, Easy Bulletin Boards, Cleveland: easy Bulletin Boards, 1959 

- George F. Horn, Bulletin Boards, New York: Reinhold, 1962 

- Donovan A. Johnson and Clarence E. Olander, How to Use Your Bulletin Board, 

Washington: National Council of Teacher of Mathematics, 1955 

- Joachim Peter Kastner, Erwin Heerich, Cologne: Walther König, 1991 

- James S. Kinder, Audio-Visual Materials and Techniques, New York: American Book Co., 

1959 

- Thomas Arthur Koskey, Baited Bulletin Boards: A Handbook for Teachers, Palo Alto: 

Fearon Publishers, 1954 

- Thomas Arthur Koskey, Creative Corrugated Cardboard. A Handbook for Teachers, San 

Francisco: Fearon Publishers, 1957 

- Ethel Lewis, Decorating the Home, New York: The Macmillan Company, 1942 

- NEA Journal (The Journal of the National Education Association) 

- T. H. Mathre, Creative Bulletin Boards. Suggestions for Bulletin Boards to be Used 

Throughout the School Year, Minneapolis:  T. S. Denison & Company, 1962 

- Ray Miller, Bulletin Boards High, Wide, and Handsome, Riverside (CA): Bruce Muller, 

1957 

- Barbara Plumb, Young Design in Living, New York: The Viking Press, 1969 

- Leslie Weldemar Nelson, Instructional Aids. How to Make and Use Them, Dubuque (IA): 

W. C. Brown Co. 1958 

- Dorothy G. Petersen, The Elementary School Teacher, New York: Appleton-Century-

Crofts, 1964 
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- Practical Home Economics 

- Reino Randal and Edward C. Haines, Bulletin Boards and Display, Worcester (MA): 

Davis Publications Inc., 1961 

- Doris Ruby, 4D Bulletin Boards that Teach: Duo-Purpose, Dimensional, Diversified, 

Direct, San Francisco: Fearon Publishers, 1960 

- J. E Schuler (ed.), Interiors for Contemporary Living. An International Survey in Color, 

New York: Architectural Book Publishing Company Inc., 1960 

- B. J. R. Stolper, The Bulletin Board as a Teaching Device, New York: Teachers College, 

Columbia University, 1946 

- Matthew F. Vessel and Herbert H. Wong, Science Bulletin Boards, Belmont (CA): Fearer 

Publishers, 1962 

- Virginia Warner, Bulletin Boards Seasonal Ideas, Minneapolis: T. S. Denison, 1962 

- Anne Douglas Weseloh, E-Z Bulletin Boards. A way to More Effective Room 

Environment for Elementary Teachers, San Francisco: Fearon Publishers, 1959 

- Russell E. Wilson, Flexible Classrooms. Practical Ideas for Modern Schoolrooms, Detroit: 

Carter Co, 1953 

 

Research in the British Library and Tate Archives in London and in the Archives of the 

Scottish National Galleries of Modern Art in Edinburgh (20-28 July 2019) 

 

The fruitful research undertaken in London (20 July  – 24 July 2019) was meant to gather 

resources more specifically related to the development of the “tackboard aesthetic” in Great 

Britain. A first target was to consult the verbatim report of the conference “Art and Design” 

which Richard Hamilton gave in October 1960 in the context of the annual conference of the 

National Union of Teachers in. the British Library. The artist was indeed encouraging British 

art schools to have tackboards  on the classroom walls. Another target was to consult in the 

same institution as well as in the Tate Archives resources concerning British Pop artists such. 

The 6 days spent in the British Library were successful with the only downside that the 

resources consulted in the Tate archives were incomplete (please see below the suggestions 

in point 3, for further details). I had also the opportunity to evaluate more clearly the presence 

and frequency of tackboards and bulletin boards in domestic contexts by consulting a 

comprehensive number of issues of magazines such as Ladies’ Home Journal; Woman’s Home 
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Companion; Design;  Interior Design and Contract Furnishing, as well as books on interior 

design, home furnishing and decoration published during the period under scrutiny (see below 

for a comprehensive list of the sources consulted). The tendency observed in the context of 

education was confirmed in the domestic context. Though the popularity of bulletin boards or 

tackboards both in schools and private dwellings is illustrated by the increasing numbers of 

articles, chapters or books featuring their merits, it remains surprising that in comparison it 

was not possible to find much advertisement by the companies fabricating these devices. It 

might be that the devices were essentially advertised in professional organs such as 

periodicals promoting and selling stationary and school or office furniture.  

 

If the visit to the Tate Archives in London were partially unsatisfying, the visit to the Archives 

of the Scottish National Galleries of Modern Art in Edinburgh (25 – 28 July 2019) were decisive. 

The goal was to consult the resources related to the exhibition "Wonder and Horror of the 

Human Head" curated by Roland Penrose and Lee Miller in 1953 for the Institute of 

Contemporary Art in London. The impact of the exhibition seemed to have been crucial for 

the "tackboard" aesthetic and technique that developed during the 1950s in the circles of the 

Independent Group and British Pop art, since Lee Miller realized monumental scrapbook-

collages on the walls. The resources in the Archives of the Scottish National Galleries of 

Modern Art were of the highest interests, since, besides the notebooks for the project of the 

exhibition, the correspondence, or the press reviews, Roland  Penrose kept all the installation 

views of the exhibition, as well as the photographs which served for the elaboration of the 

exhibition catalogue. It was therefore a unique way to access to the complete visual material 

related to this seminal exhibition. The research in Edinburgh was also combined in order to 

visit the exhibition Cut and Paste: 400 Years of Collage curated by Patrick Elliott for the Scottish 

National Galleries of Modern Art. The first historical survey exhibition of collage ever 

organized in a comprehensive way. It led to new discoveries and provided essential visual 

material for the period under scrutiny. It was therefore extremely useful to confirm the links 

between the tackboard aesthetic developed during the 1950s and the practice of the artistic 

form of collage. It was of the greatest interest to approach works by the members of the 

Independent Group  Eduardo Paolozzi, Nigel Henderson, John McHale, and Richard Hamilton, 

and those of the younger generation of British Pop artists who take over the aesthetic and 

principles of the tackboard, such as Peter Blake, Pauline Boty, R. B. Kitaj. 
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Indirect outcomes to the research project must be mentioned. In the course of the research, 

when dealing more specifically with the literature devoted to Robert Rauschenberg and 

looking for substantial information related to his “muse wall,” I came across the realizations 

he made in cardboard which epitomize the new beginnings that took place in his creation 

since 1970. Having in mind the photographs Pablo Picasso made in 1912 of his atelier’s wall 

with his cardboard guitar hanging in the middle of a series of drawings showing several 

constructions pinned on that wall, I undertook a parallel research on the development of 

cardboard sculpture in the 1950s and 1960s when I was invited by the Juming Museum to 

participate in the 2019 International Academic Conference on the Mutlifaceted Meanings of 

Sculpture After WWI that took place on 19 and 20 October 2019. It makes no doubt that the 

revolution led by Georges Braques and Pablo Piccasso with the invention of the papiers collés 

or pasted papers in 1912, brought at the forefront the principles of collage, of which the 

bulletin boards and later mood boards are indirectly indebted.  

 

This parallel research was also triggered by the concomitant aspects discovered in the 

literature on bulletin boards. Indeed, bulletin boards as well as cardboard are respectively a 

flexible tool and a flexible material that can help to model and shape creative thoughts. My 

ambition in the conference paper was to cast some light on the presence of cardboard as a 

specific material in the expanded field of sculpture; to reconsider the different narratives 

which underlies its various usages, and evaluate to which extent cardboard as an 

unpretentious material has become the new model from which it has become possible to 

rethink sculpture out of the box. Cardboard – like bulletin boards – have become popular in 

the artistic creation thanks to their modular qualities. An article which is expanding the issues 

that were presented in the conference will be soon submitted for publication. At least another 

project of article related more specifically to the outcomes of the research project is under  

completion and will be also submitted for being published. 

 

Resources consulted in the British Library, London 

- Edgar Dale, Audio-Visual Methods in Teaching, New York: The Dryden Press, 1946 

- Decorating Ideas. New Room-by-Room Decorating Tips, Meredith Publishing Company, 

1960 
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- Design, (Published for the Council for Industrial Design) 

- Richard Hamilton, “Art and Design,” in Popular Culture and Personal Responsibility. A 

Conference of those engaged in education together with parents, those directly or 

indirectly concerned with the welfare of children and young people, and people 

involved in the mass media themselves, to examine the impact of the media of mass 

communication in present-day moral and cultural standards, held at Church House, 

Westminster, 26th to 28th October, 1960, Verbatim Report, Published by The National 

Union of Teachers, London: Hamilton House Mabledon Place, 1961, pp. 135-155 

Ben Highmore, The Great Indoors. At Home in the Modern British House, London: 

Profile Books, 2014 

Nigel Henderson, Photographs, collages, paintings, Kettle’s Yard Gallery, Northampton 

Street, Cambridge, 5-27 March, 1977 

Kathleen B. Hester, Teaching Every Child to Read, Second Edition, New York, Evanston 

& London: Harper & Row, 1964 

Interior Design and Contract Furnishing 

- Charlotta Kotik John McHale, The Expandable Ikon: Works by John McHale, Buffalo (NY), 

Albright-Knok Gallery, 1984 

-  Ladies’ Home Journal (The Magazine Women Believe In) 

- John Lidstone, Building with Cardboard, New York: Van Nostran Reinhold Company, 

1968 

- Lee Miller, “The Human Head. Lee Miller examines the contents and casing of the 

human skull, its magic, its mysterious properties on which we bestow the name 

beauty,” in Vogue UK, April 1953, pp. 146-147, 168, 170 

- J. E. Schuler, Interiors for Contemporary Living, New York: Architectural Book 

Publishing, 1960 

- Elizabeth T. Halsey, Ladies’ Home Journal Book Of Interior Decoration, Philadelphia: 

The Curtis Publishing Company, 1954 

- Merle A. Stoneman, Knute O. Broady, Alanson D, Brainard, Planning and Modernising 

the School Plant, Lincoln: University of Nebraska Press, 1949 

- Woman’s Home Companion 

 

3. Suggestions 
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First, the research process was far from linear and some serendipitous findings 

permitted to unlock at different moments a painstaking process. If there were 

breakthroughs, I had also to face some dead-ends. I would have been glad to discover 

earlier the term bulletin board, which was at the beginning unknown to me and almost 

absent from  the sources I was painstakingly consulting. It would have been possible 

to make significant findings earlier in the stage of the research. At the same time, one 

knows the importance of serendipity, when dealing with issues that are yet unexplored.  

 

Secondly, the research project was originally meant to last at least two years. The 

ambitious number of sources to be consulted and the different remote institutions 

meant to be visited necessitated such length of time. Unfortunately the project was 

only granted one single year. This appeared to be much too short. It was therefore 

necessary to reduce the number of potential resources and refocus the whole project. 

This had naturally a cost in terms of results. The contingencies of a research project 

are sometimes overlooked. The misspelling of a patronym and a location may for 

instance cast some light on some of the difficulties encountered. They have a direct 

cost in terms of time consumed. Lawrence Alloway’s chapter devoted to the 

development of British Pop Art published n 1966 by Lucy Lippard discusses briefly the 

presence and usage of tackboards in the artistic circles of the time in Great Britain. It 

constituted a significant source to be further explored. However, the name of the 

gallery in which a group of Cambridge artists exhibited in 1960 was incorrectly 

referenced. It was incomplete, and the last name of one of the artists who exhibited 

there was also incorrect. It took therefore time to cross-reference many other data in 

order to re-establish the correct name of the gallery and figure out that it had a short 

but influential presence during the mid-1950s and mid-1960s in London. Once having 

unlocked the mystery of the name of the gallery which had until then given no sort of 

results, it became easier to check whether there was a possibility to find any visual 

documents related to the venue in question. After some further investigations, it 

appeared that the whole archives of the gallery (visitors book, invitation leaflets, 

exhibition catalogues, installation views, and press reviews) were kept by the Tate 

Gallery. It was exciting to know that there was a possibility to figure out more 

concretely to which extent the groundbreaking exhibition described by Lawrence 
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Alloway might constitute an important milestone  regarding the development of 

tabular devices during the period in question. After contacting the Tate Gallery for an 

appointment and being granted the access to the archives in question, it appeared that 

the documents which would have helped me to cast some light on the issue I was 

dealing with were actually absent from the boxes. These documents were not lost but 

coincidentally and temporarily displayed in the vitrines of the museum. If I had the 

possibility to consult all the archive material of the Tate archives, it was not the case 

of the pages in the volumes that were locked behind the glass, and unfortunately the 

pages exhibited in the vitrines were not the ones I was looking for. The research in this 

context was partially unsuccessful. It will be therefore necessary to come back to 

London when the documents will come back in the archives and will be physically 

accessible. I am currently waiting a confirmation from the staff of the Tate Archives 

informing me when the process of repatriation will take place. 

 

Given the reduction of time and financial means that were finally allotted to the 

research project, there are research threads that have so far remained unexplored. It 

was in this respect not possible to explore any resources in Los Angeles related to the 

usage of tabular devices (bulletin board) in the field of production design, as initially 

planned. In parallel, the research has also led to new threads which will necessitate to 

be further explored. It has incidentally appeared through parallel readings that the 

artist Robert Rauschenberg used to have recourse of a “muse wall” in his studio on 

Captiva Island in Florida. Though the literature is particularly dense on this artist, it has 

remained silent regarding the usage of this device. It has therefore been planned to 

investigate this aspect further. In order to respond thoroughly to the issues which 

remain so far in suspense, a new research project has been put on the agenda. 

The undertaking of a research project implies many sacrifices and the time allotted to 

process it correctly appears at the end much too short. The difficulties encountered by 

a scholar working in the field of “soft” sciences such as art history, in comparison with 

a scholar working in the field of “hard” sciences are incomparable. Often the subject 

matter of the research project cannot be related directly to the issues taught in course. 

It leads to a schizophrenic situation in which multi-tasking puts into danger the quality 

of both research and teaching. It is indeed almost impossible to handle simultaneously 
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the load of literature necessary in both areas of expertise. The length of the semesters 

in which one has to teach without any substantial reduction of teaching hours is much 

too long in comparison with other countries, while he time remaining for a research 

abroad during the semesters break is reduced to its smallest share. This situation has 

a cost and can only contribute to add some regrets and frustration to the final 

outcomes of the research project. 
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Report on Overseas Research Trips MOST “Processing Creation. A Transdisciplinary 

Research on Tabular Devices During the 1950s and 1960s” Project: No. 106-2410-H-003-087 

(1 August 2017 – 31 July 2019) 

 

1. Process of conducting the research 

The first stage of the research project was to gather a comprehensive sample of visual and 

textual sources acknowledging the usage of tabular devices in artistic circles during the 1950s 

and the 1960s. In order to have a clear view on the issue it was necessary to verify the 

hypothesis positing that the presence of these devices began to be essential to the creative 

process during the decades in question. The first stage of the research consisted therefore in 

consulting the latest literature focusing on the artists’ and creators’ studios. This step was 

necessary in order not to omit important aspects that could help to reconsider the history of 

the tabular device before it was called a “mood board".  

 

Relying on the recollection of Toni del Renzio mentioning in an interview given in 1988 that 

he, and the members of the Independent Group were all using in the beginning of the 1950s 

“tackboards […] where [they] constantly pinned things up” (David Robbins, (ed.), The 

Independent Group: Postwar Britain and the Aesthetics of Plenty, Cambridge, MIT Press, 1990, 

p. 37), the first move was to gather as much documentation as possible to verify the relevance 

of his testimony.  As there was no comprehensive study on this issue, nor any data on the 

mundane usage of tackboards in British homes, it was therefore necessary to do some ground 

work, establish the state of the research, and collect the literature that might have 

documented their presence visually or textually. 

 

In parallel with the collect of the documentation related to the different protagonists who 

were part of the circle of the Independent Group and could bring further insights about the 

presence and usage of tackboards, it appeared progressively that the research could not lead 

to ample results. The documentation was not only difficult to access, but also scarce. A reason 

to this was that the term “tackboard” was much too restrictive. This became obvious when 

leafing through the pages of John Berger’s Ways of Seeing I discovered another term that 

happened to be much more inspiring. This discovery happened in a context without any link 

with the research project, when I put Berger’s book on the program of my course on Art 
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Historiography. I had not only the confirmation through John Berger that the device where 

things were pinned up had become very popular in 1972; I also discovered through him that 

the term “bulletin board” might be more widely used than “tackboard”. This breakthrough 

was absolutely fundamental and led to reconsider the direction of the research. Thanks to the 

new keyword “bulletin board” it was possible to measure more clearly through different 

punctual surveys in different databases that the usage of the device on which to pin things up 

seemed to be particularly more frequent and popular in the 1960s in contexts other than art. 

It appeared indeed that a significant numbers of books on the device itself used to be 

published essentially in United States, bringing to light the popularity of the bulletin board 

principally in the field education. It became evident to focus on this phenomenon, in order to 

understand its parallel application in the artistic field at that time.  The access to the primary 

sources was therefore more than urgent, necessitating to visit libraries possessing these 

publications. As most of the resources were published at the time in the United States, the 

Library of Congress and the New York Public Library appeared to be the institutions holding 

the majority of the resources that could potentially be useful. 

 

2. Results / Achievements 

 

Research in the New York Public Library in New York and the Library of Congress in 

Washington (2-11 July 2019) 

Given the relatively limited financial means available, drastic choices needed to be done 

regarding the collect of sources in archives. It was not possible to visit all the institutions that 

were initially planned in the project, and it became sound to capitalize on promising sources 

that haven’t been so far exploited by any scholar. The research trip in New York and 

Washington was therefore planned to access these primary sources and consult their content. 

 

The stay in New York (2 July – 7 July 2019) was meant to work and research in the New York 

Public Library in order to access its exceptional visual resources. Besides the books I wanted 

to consult, the Picture Collection was the main target. It hosts over one million pictures and 

has no equivalent in the world. Accessing its remarkable visual archive was crucial and allowed 

me to follow different threads regarding the presence of bulletin boards in different contexts 

such as homes, schools, working places, or advertisements. Such kind of visual research 
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wouldn’t have been possible just in consulting books. It would have taken much more time, 

without having the guarantee to find illustrations related to the subject matter. The few 

images I found confirmed that the 1950s and 1960s were the crucial years regarding the 

presence of bulletin boards in domestic contexts. It also provided me with new bibliographical 

sources.  

 

The stay in Washington (7 July – 11 July 2019) was no less crucial, since it permitted to access 

the comprehensive resources of the Library of Congress. I consulted all the publications (both 

physical and digital) that were available on bulletin boards. It was also possible to see the 

evolution and development of their presence in the field of education, and confirm that the 

popularity of these devices is confirmed by their growing number after WWII (for a list of the 

books and references consulted both in Washington and New York, see below). In the Library 

of Congress I could access all the material published on bulletin boards. I spent five days to 

consult, gather, and scan sources related to bulletin boards that could offer a comprehensive 

vision of the presence and development of these devices in the context of education. It 

appeared indeed that bulletin boards were progressively and increasingly preferred over 

chalkboards in schools. The post-war was indeed a period of drastic changes  in the school 

infrastructures, and bulletin board became a new element of furniture in classrooms. The 

literature at the time discusses the necessity to increase the surfaces of bulletin boards, and 

preconizes which areas in the classrooms may be more suitable to receive such devices. At 

the same time, bulletin boards became new tool for teaching and learning, having interactions 

with students, and they serve creativity. 

 

Resources consulted in the New York Public Library and the  Library of Congress (Washington) 

- A. I. A. Journal of the American Institute of Architects 

- Mable Allen, Home Economics Bulletin Boards, West Union (IA): Darjohn Teaching Aids, 

1962 

- Willard Allphin, “Brightness Control in a Model Schoolroom,” in Illuminating 

Engineering Including Transaction of the Illuminating Engineering Society,  Volume XLI, 

No. 1, January 1946, pp. 21-34 

- Anne Bony, Meubles et décors des années 60, Paris: Regard, 2003 
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- William W. Caudill, Toward Better School Design, New York: F. W. Dodge Corporation, 

1955 

- Kate Coplan, Poster Ideas and Bulletin Board Techniques for Libraries and Schools, 

Dobbs Ferry (NY): Oceana Publications, 1962 

- Kate Coplan and Constance Rosenthal, Guide to Better Bulletin Boards. Time and Labor-

Saving Ideas for Teachers and Librarians, Dobbs Ferry (NY): Oceana Publications, 1970 

- Lee Friedlander, Witness Number Six: Raoul Hague,  His Work and Place, A Memoir, 

New York and Portland: JSG and Nazraeli Press, 2009 

- Michael Gotkin, “Raoul Hague,” in Artists’ Handmade Houses, New York: Abrams,  

2011, pp. 82-97 

- Robert A. Hein, Easy Bulletin Boards, Cleveland: easy Bulletin Boards, 1959 

- George F. Horn, Bulletin Boards, New York: Reinhold, 1962 

- Donovan A. Johnson and Clarence E. Olander, How to Use Your Bulletin Board, 

Washington: National Council of Teacher of Mathematics, 1955 

- Joachim Peter Kastner, Erwin Heerich, Cologne: Walther König, 1991 

- James S. Kinder, Audio-Visual Materials and Techniques, New York: American Book Co., 

1959 

- Thomas Arthur Koskey, Baited Bulletin Boards: A Handbook for Teachers, Palo Alto: 

Fearon Publishers, 1954 

- Thomas Arthur Koskey, Creative Corrugated Cardboard. A Handbook for Teachers, San 

Francisco: Fearon Publishers, 1957 

- Ethel Lewis, Decorating the Home, New York: The Macmillan Company, 1942 

- NEA Journal (The Journal of the National Education Association) 

- T. H. Mathre, Creative Bulletin Boards. Suggestions for Bulletin Boards to be Used 

Throughout the School Year, Minneapolis:  T. S. Denison & Company, 1962 

- Ray Miller, Bulletin Boards High, Wide, and Handsome, Riverside (CA): Bruce Muller, 

1957 

- Barbara Plumb, Young Design in Living, New York: The Viking Press, 1969 

- Leslie Weldemar Nelson, Instructional Aids. How to Make and Use Them, Dubuque (IA): 

W. C. Brown Co. 1958 

- Dorothy G. Petersen, The Elementary School Teacher, New York: Appleton-Century-

Crofts, 1964 
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- Practical Home Economics 

- Reino Randal and Edward C. Haines, Bulletin Boards and Display, Worcester (MA): 

Davis Publications Inc., 1961 

- Doris Ruby, 4D Bulletin Boards that Teach: Duo-Purpose, Dimensional, Diversified, 

Direct, San Francisco: Fearon Publishers, 1960 

- J. E Schuler (ed.), Interiors for Contemporary Living. An International Survey in Color, 

New York: Architectural Book Publishing Company Inc., 1960 

- B. J. R. Stolper, The Bulletin Board as a Teaching Device, New York: Teachers College, 

Columbia University, 1946 

- Matthew F. Vessel and Herbert H. Wong, Science Bulletin Boards, Belmont (CA): Fearer 

Publishers, 1962 

- Virginia Warner, Bulletin Boards Seasonal Ideas, Minneapolis: T. S. Denison, 1962 

- Anne Douglas Weseloh, E-Z Bulletin Boards. A way to More Effective Room 

Environment for Elementary Teachers, San Francisco: Fearon Publishers, 1959 

- Russell E. Wilson, Flexible Classrooms. Practical Ideas for Modern Schoolrooms, Detroit: 

Carter Co, 1953 

 

Research in the British Library and Tate Archives in London and in the Archives of the 

Scottish National Galleries of Modern Art in Edinburgh (20-28 July 2019) 

 

The fruitful research undertaken in London (20 July  – 24 July 2019) was meant to gather 

resources more specifically related to the development of the “tackboard aesthetic” in Great 

Britain. A first target was to consult the verbatim report of the conference “Art and Design” 

which Richard Hamilton gave in October 1960 in the context of the annual conference of the 

National Union of Teachers in. the British Library. The artist was indeed encouraging British 

art schools to have tackboards  on the classroom walls. Another target was to consult in the 

same institution as well as in the Tate Archives resources concerning British Pop artists such. 

The 6 days spent in the British Library were successful with the only downside that the 

resources consulted in the Tate archives were incomplete (please see below the suggestions 

in point 3, for further details). I had also the opportunity to evaluate more clearly the presence 

and frequency of tackboards and bulletin boards in domestic contexts by consulting a 

comprehensive number of issues of magazines such as Ladies’ Home Journal; Woman’s Home 
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Companion; Design;  Interior Design and Contract Furnishing, as well as books on interior 

design, home furnishing and decoration published during the period under scrutiny (see below 

for a comprehensive list of the sources consulted). The tendency observed in the context of 

education was confirmed in the domestic context. Though the popularity of bulletin boards or 

tackboards both in schools and private dwellings is illustrated by the increasing numbers of 

articles, chapters or books featuring their merits, it remains surprising that in comparison it 

was not possible to find much advertisement by the companies fabricating these devices. It 

might be that the devices were essentially advertised in professional organs such as 

periodicals promoting and selling stationary and school or office furniture.  

 

If the visit to the Tate Archives in London were partially unsatisfying, the visit to the Archives 

of the Scottish National Galleries of Modern Art in Edinburgh (25 – 28 July 2019) were decisive. 

The goal was to consult the resources related to the exhibition "Wonder and Horror of the 

Human Head" curated by Roland Penrose and Lee Miller in 1953 for the Institute of 

Contemporary Art in London. The impact of the exhibition seemed to have been crucial for 

the "tackboard" aesthetic and technique that developed during the 1950s in the circles of the 

Independent Group and British Pop art, since Lee Miller realized monumental scrapbook-

collages on the walls. The resources in the Archives of the Scottish National Galleries of 

Modern Art were of the highest interests, since, besides the notebooks for the project of the 

exhibition, the correspondence, or the press reviews, Roland  Penrose kept all the installation 

views of the exhibition, as well as the photographs which served for the elaboration of the 

exhibition catalogue. It was therefore a unique way to access to the complete visual material 

related to this seminal exhibition. The research in Edinburgh was also combined in order to 

visit the exhibition Cut and Paste: 400 Years of Collage curated by Patrick Elliott for the Scottish 

National Galleries of Modern Art. The first historical survey exhibition of collage ever 

organized in a comprehensive way. It led to new discoveries and provided essential visual 

material for the period under scrutiny. It was therefore extremely useful to confirm the links 

between the tackboard aesthetic developed during the 1950s and the practice of the artistic 

form of collage. It was of the greatest interest to approach works by the members of the 

Independent Group  Eduardo Paolozzi, Nigel Henderson, John McHale, and Richard Hamilton, 

and those of the younger generation of British Pop artists who take over the aesthetic and 

principles of the tackboard, such as Peter Blake, Pauline Boty, R. B. Kitaj. 
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Indirect outcomes to the research project must be mentioned. In the course of the research, 

when dealing more specifically with the literature devoted to Robert Rauschenberg and 

looking for substantial information related to his “muse wall,” I came across the realizations 

he made in cardboard which epitomize the new beginnings that took place in his creation 

since 1970. Having in mind the photographs Pablo Picasso made in 1912 of his atelier’s wall 

with his cardboard guitar hanging in the middle of a series of drawings showing several 

constructions pinned on that wall, I undertook a parallel research on the development of 

cardboard sculpture in the 1950s and 1960s when I was invited by the Juming Museum to 

participate in the 2019 International Academic Conference on the Mutlifaceted Meanings of 

Sculpture After WWI that took place on 19 and 20 October 2019. It makes no doubt that the 

revolution led by Georges Braques and Pablo Piccasso with the invention of the papiers collés 

or pasted papers in 1912, brought at the forefront the principles of collage, of which the 

bulletin boards and later mood boards are indirectly indebted.  

 

This parallel research was also triggered by the concomitant aspects discovered in the 

literature on bulletin boards. Indeed, bulletin boards as well as cardboard are respectively a 

flexible tool and a flexible material that can help to model and shape creative thoughts. My 

ambition in the conference paper was to cast some light on the presence of cardboard as a 

specific material in the expanded field of sculpture; to reconsider the different narratives 

which underlies its various usages, and evaluate to which extent cardboard as an 

unpretentious material has become the new model from which it has become possible to 

rethink sculpture out of the box. Cardboard – like bulletin boards – have become popular in 

the artistic creation thanks to their modular qualities. An article which is expanding the issues 

that were presented in the conference will be soon submitted for publication. At least another 

project of article related more specifically to the outcomes of the research project is under  

completion and will be also submitted for being published. 

 

Resources consulted in the British Library, London 

- Edgar Dale, Audio-Visual Methods in Teaching, New York: The Dryden Press, 1946 

- Decorating Ideas. New Room-by-Room Decorating Tips, Meredith Publishing Company, 

1960 
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- Design, (Published for the Council for Industrial Design) 

- Richard Hamilton, “Art and Design,” in Popular Culture and Personal Responsibility. A 

Conference of those engaged in education together with parents, those directly or 

indirectly concerned with the welfare of children and young people, and people 

involved in the mass media themselves, to examine the impact of the media of mass 

communication in present-day moral and cultural standards, held at Church House, 

Westminster, 26th to 28th October, 1960, Verbatim Report, Published by The National 

Union of Teachers, London: Hamilton House Mabledon Place, 1961, pp. 135-155 

Ben Highmore, The Great Indoors. At Home in the Modern British House, London: 

Profile Books, 2014 

Nigel Henderson, Photographs, collages, paintings, Kettle’s Yard Gallery, Northampton 

Street, Cambridge, 5-27 March, 1977 

Kathleen B. Hester, Teaching Every Child to Read, Second Edition, New York, Evanston 

& London: Harper & Row, 1964 

Interior Design and Contract Furnishing 

- Charlotta Kotik John McHale, The Expandable Ikon: Works by John McHale, Buffalo (NY), 

Albright-Knok Gallery, 1984 

-  Ladies’ Home Journal (The Magazine Women Believe In) 

- John Lidstone, Building with Cardboard, New York: Van Nostran Reinhold Company, 

1968 

- Lee Miller, “The Human Head. Lee Miller examines the contents and casing of the 

human skull, its magic, its mysterious properties on which we bestow the name 

beauty,” in Vogue UK, April 1953, pp. 146-147, 168, 170 

- J. E. Schuler, Interiors for Contemporary Living, New York: Architectural Book 

Publishing, 1960 

- Elizabeth T. Halsey, Ladies’ Home Journal Book Of Interior Decoration, Philadelphia: 

The Curtis Publishing Company, 1954 

- Merle A. Stoneman, Knute O. Broady, Alanson D, Brainard, Planning and Modernising 

the School Plant, Lincoln: University of Nebraska Press, 1949 

- Woman’s Home Companion 

 

3. Suggestions 
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First, the research process was far from linear and some serendipitous findings 

permitted to unlock at different moments a painstaking process. If there were 

breakthroughs, I had also to face some dead-ends. I would have been glad to discover 

earlier the term bulletin board, which was at the beginning unknown to me and almost 

absent from  the sources I was painstakingly consulting. It would have been possible 

to make significant findings earlier in the stage of the research. At the same time, one 

knows the importance of serendipity, when dealing with issues that are yet unexplored.  

 

Secondly, the research project was originally meant to last at least two years. The 

ambitious number of sources to be consulted and the different remote institutions 

meant to be visited necessitated such length of time. Unfortunately the project was 

only granted one single year. This appeared to be much too short. It was therefore 

necessary to reduce the number of potential resources and refocus the whole project. 

This had naturally a cost in terms of results. The contingencies of a research project 

are sometimes overlooked. The misspelling of a patronym and a location may for 

instance cast some light on some of the difficulties encountered. They have a direct 

cost in terms of time consumed. Lawrence Alloway’s chapter devoted to the 

development of British Pop Art published n 1966 by Lucy Lippard discusses briefly the 

presence and usage of tackboards in the artistic circles of the time in Great Britain. It 

constituted a significant source to be further explored. However, the name of the 

gallery in which a group of Cambridge artists exhibited in 1960 was incorrectly 

referenced. It was incomplete, and the last name of one of the artists who exhibited 

there was also incorrect. It took therefore time to cross-reference many other data in 

order to re-establish the correct name of the gallery and figure out that it had a short 

but influential presence during the mid-1950s and mid-1960s in London. Once having 

unlocked the mystery of the name of the gallery which had until then given no sort of 

results, it became easier to check whether there was a possibility to find any visual 

documents related to the venue in question. After some further investigations, it 

appeared that the whole archives of the gallery (visitors book, invitation leaflets, 

exhibition catalogues, installation views, and press reviews) were kept by the Tate 

Gallery. It was exciting to know that there was a possibility to figure out more 

concretely to which extent the groundbreaking exhibition described by Lawrence 
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Alloway might constitute an important milestone  regarding the development of 

tabular devices during the period in question. After contacting the Tate Gallery for an 

appointment and being granted the access to the archives in question, it appeared that 

the documents which would have helped me to cast some light on the issue I was 

dealing with were actually absent from the boxes. These documents were not lost but 

coincidentally and temporarily displayed in the vitrines of the museum. If I had the 

possibility to consult all the archive material of the Tate archives, it was not the case 

of the pages in the volumes that were locked behind the glass, and unfortunately the 

pages exhibited in the vitrines were not the ones I was looking for. The research in this 

context was partially unsuccessful. It will be therefore necessary to come back to 

London when the documents will come back in the archives and will be physically 

accessible. I am currently waiting a confirmation from the staff of the Tate Archives 

informing me when the process of repatriation will take place. 

 

Given the reduction of time and financial means that were finally allotted to the 

research project, there are research threads that have so far remained unexplored. It 

was in this respect not possible to explore any resources in Los Angeles related to the 

usage of tabular devices (bulletin board) in the field of production design, as initially 

planned. In parallel, the research has also led to new threads which will necessitate to 

be further explored. It has incidentally appeared through parallel readings that the 

artist Robert Rauschenberg used to have recourse of a “muse wall” in his studio on 

Captiva Island in Florida. Though the literature is particularly dense on this artist, it has 

remained silent regarding the usage of this device. It has therefore been planned to 

investigate this aspect further. In order to respond thoroughly to the issues which 

remain so far in suspense, a new research project has been put on the agenda. 

The undertaking of a research project implies many sacrifices and the time allotted to 

process it correctly appears at the end much too short. The difficulties encountered by 

a scholar working in the field of “soft” sciences such as art history, in comparison with 

a scholar working in the field of “hard” sciences are incomparable. Often the subject 

matter of the research project cannot be related directly to the issues taught in course. 

It leads to a schizophrenic situation in which multi-tasking puts into danger the quality 

of both research and teaching. It is indeed almost impossible to handle simultaneously 
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the load of literature necessary in both areas of expertise. The length of the semesters 

in which one has to teach without any substantial reduction of teaching hours is much 

too long in comparison with other countries, while he time remaining for a research 

abroad during the semesters break is reduced to its smallest share. This situation has 

a cost and can only contribute to add some regrets and frustration to the final 

outcomes of the research project. 
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際影響力及其他協助產業技術發展之具體
效益事項等，請以文字敘述填列。）　　



科技部補助專題研究計畫成果自評表

請就研究內容與原計畫相符程度、達成預期目標情況、研究成果之學術或應用價
值（簡要敘述成果所代表之意義、價值、影響或進一步發展之可能性）、是否適
合在學術期刊發表或申請專利、主要發現（簡要敘述成果是否具有政策應用參考
價值及具影響公共利益之重大發現）或其他有關價值等，作一綜合評估。

1. 請就研究內容與原計畫相符程度、達成預期目標情況作一綜合評估
■達成目標
□未達成目標（請說明，以100字為限）
　　□實驗失敗
　　□因故實驗中斷
　　□其他原因
說明：

2. 研究成果在學術期刊發表或申請專利等情形（請於其他欄註明專利及技轉之證
號、合約、申請及洽談等詳細資訊）
論文：□已發表　□未發表之文稿　■撰寫中　□無
專利：□已獲得　□申請中　■無
技轉：□已技轉　□洽談中　■無
其他：（以200字為限）

3. 請依學術成就、技術創新、社會影響等方面，評估研究成果之學術或應用價值
（簡要敘述成果所代表之意義、價值、影響或進一步發展之可能性，以500字
為限）
For details, please refer to section 5 and 6 of the final report.

4. 主要發現
本研究具有政策應用參考價值：■否　□是，建議提供機關
（勾選「是」者，請列舉建議可提供施政參考之業務主管機關）
本研究具影響公共利益之重大發現：□否　□是　
說明：（以150字為限）


