
22

From ‘Trash’ to Treasure: Museum Victoria’s Colosseum Model

RICHARD GILLESPIE

F or twenty years I had glanced 
occasionally at a cork model of the 
Colosseum, sitting rather forlornly on a 

pallet in various collection stores of Museum 
Victoria in Melbourne.  I recall that each time 
I saw the model, I would think ‘Why do we 
have a cork model of the Colosseum; surely it 
is not worth keeping?’ Then four years ago, I 
was working in the museum’s offsite collection 
facility, assessing our extensive collection 
of x-ray machines and related equipment, 
trying to determine what was worth retaining, 
and what we could cull from the collection. 
Deaccessioning, as museums term it, is an 
important, if perhaps insufficiently practised, 
aspect of our responsibilities, that can result 
in more focused and better documented 
collections, and the carefully considered 
disposal of duplicate items, those in poor 
condition or with poor provenance. Surely, 
I thought, the Colosseum model is an 
excellent candidate for removal: at quick 
glance it looked dirty and in poor condition, 
and there seemed no clear reason why the 
museum would hold such a model, as it lay 
outside our collecting areas. The absence of 
a label describing anything about it seemed 
to confirm these initial judgments, or more 
accurately, prejudices.

I asked the collection manager where it had 
come from, and she replied ‘the Science 
Museum in London’. An archival file for the 
Industrial & Technological Museum, one of the 
predecessors of Museums Victoria, revealed 
how it had arrived in Melbourne. In the 
late 1920s, the Industrial and Technological 
Museum was planning to update its 
exhibitions, so a member of the museum’s 
board, a consulting engineer with an office in 
London, asked the head of his English office to 
approach the Science Museum of London for 
any items they could send to Melbourne. The 
Science Museum duly obliged, sending three 
aeroplane engines (full-sized), two locomotive 
models and the cork model of the Colosseum. 

What the curator of the Melbourne museum 
thought of the cork model is unrecorded, and 
no information had come with the model in 
1929. The model was clearly meant to speak 
for itself, and perhaps it did, telling the curator 
in Melbourne that it was already unloved 
and unwanted, suitable only for a ‘colonial’ 
museum. I then emailed a colleague at the 
Science Museum in London, who checked 
their files and reported that the model had 
been donated to the South Kensington 
Museum in 1859 by a ‘Captain Leyland’, 
who at the time reported that the model had 
originally been made by ‘Du Bourg’. A quick 
search online revealed that a Richard Du 
Bourg had made cork models of classical sites 
in Italy and southern France, displaying them 
in an exhibition in London in the late 18th and 
early 19th centuries. Or were there two Du 
Bourgs? Richard Altick’s Shows of London, a 
fascinating and detailed account of exhibitions, 
amusements and pleasure gardens in the 
period, suggested that two distinct Richard Du 
Bourgs had exhibited in London: one in the 
1770s and 1780s, and another subsequently in 
the early 19th century. 

My interest was piqued, so I began to look 
more closely at the model. Taken at a glance, 
sitting on collection store racking amongst 
other diverse items, the model is not that 
persuasive. But conservator Sarah Babister and 
I brought the model out to the conservation 
laboratory and examined it more closely. For a 
model that was potentially over 200 years old, 
it was in reasonable condition, although parts 
of the external wall had broken off, and had 
been placed in the arena. The wooden base 
with painted plaster was showing damage, as 
the plaster had dried out and was gradually 
separating from the wood. The round label 
of the South Kensington Museum was still 
firmly attached to the base. But cork itself is 
remarkably robust. It is resistant to moisture, 
and can flex and take knocks; just as critically 
it is impervious to insect attacks. So although 
it had been moved through countless moves 
through the museum’s stores, and doubtless 
many more during the 19th century, it had 
survived surprisingly well. 

From ’Trash’ to Treasure:  
Museum Victoria’s Colosseum Model
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Figure 1: Richard Du Bourg, Colosseum, 1775. 169 x 136 x 43 cm (Museums Victoria, Melbourne).

Figure 2: Richard Du Bourg, Colosseum, 1775, detail. 
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Examined closely, the model became 
captivating. The cork glows as if lit by a setting 
sun. The surface is carefully pitted to show the 
crevices and scars of the amphitheatre, where 
the copper clamps holding the marble exterior 
had been scavenged over many centuries. 
Although the scale of the model, about 1:120, 
did not allow the finest detail to emerge, 
still the capitals were finely carved, and the 
Corinthian capitals cast in plaster and inserted 
onto the cork. The chapel of Saint Maria de 
Pietà, built in the 16th century when the Popes 
decided the Colosseum was sacred ground, was 
modelled at the edge of the arena. The stairs 
leading to each level had been carved, leading 

tantalisingly into the interior of the structure, 
while the fine courses of Roman brickwork 
were faithfully reproduced. Photographs taken 
of sections of the model, when viewed on the 
computer screen and magnified, brought the 
detail to life, allowing a visual focus on small 
details and surfaces that were lost when gazing 
at the entire model.

In the past four years I have tried to make 
sense of the Colosseum model and the context 
in which it was made and exhibited. It has 
entailed researching a number of intersecting 
topics: the emergence in the late 18th century 
of cork models of classical sites, the history of 

Figure 3: Richard Du Bourg, Colosseum, 1775, detail of the arena with chapel of Santa Maria della Pietà. 
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the Grand Tour and the collecting activities of 
wealthy tourists, the development of collections 
of cork models in Europe, and the exhibition 
career of cork modeller Richard Du Bourg. 
Much of my research has only been possible 
because of the scale of digitised collections 
now available online; I could not have done it 
without access to digitised British newspapers, 
digitised 18th and 19th century books and 
auction catalogues, and online museum 
and library catalogues and archival listings. 
Research has mainly been at my dining-room 
table in the evening, where astonishingly 
an oblique reference to a journal published 
in Naples in the 1780s or the catalogue of a 
Leipzig art dealer in 1786 could be downloaded 
and inspected within a few minutes. (With the 
exception of TROVE, Australia lags behind 
in the digitisation of collections, books and 
archives for humanities research.) In addition, 
museum curators and scholars in Europe have 
been most generous in hunting down relevant 
items for me from archives. 

But some research had to be done on the 
ground, especially examining other cork 
models to understand the styles of different 
modellers, and gain an appreciation of Du 
Bourg’s methods. I have visited collections 
of cork models in Germany (Kassel, 
Aschaffenburg, Gotha, Altenburg), Paris 
(Musée archéologie nationale and École des 
Beaux-Arts) and London (Sir John Soane’s 
Museum and the V&A Museum). Tracking 
down the fate of cork model collections in 
Britain has meant archival trips to London, 
Cambridge, Oxford, Bury St Edmunds and 
Manchester. The research has taken me on 
a journey into classical history, art history, 
architectural history and the social history of 
Georgian Britain. I have worked in museums 
for twenty-five years, and the project has taken 
me back to the early history of public museums 
and the emergence of interpretive techniques 
in exhibitions.

The Grand Tour and the Development 
of Cork Models

Cork had been used in the construction of 
nativity scenes (presepi) in Naples, and the 
scenes became more and more elaborate in the 
18th century. The evidence is circumstantial, 
but it seems that cork began to be used to 
model architectural fragments in the scenes, 
and from that it was a small step to apply the 
technique to the modelling of classical ruins. 
By the late 1760s a Neapolitan artist, Giovanni 
Altieri, recently arrived in Rome, was being 
commissioned to construct a model of the 
Temple of Vesta at Tivoli, outside Rome; the 
temple was a favourite destination for Grand 
Tourists, much painted by artists and sketched 
and measured by architects. It is telling that 
the initial commission for a model from Altieri 
was by Englishman Thomas Jenkins, who had 
originally come to Rome as a young artist, 
but stayed to become a leading art dealer and 
banker to the wealthy Grand Tourists passing 
through Rome. Through the course of the 18th 
century thousands of British tourists came on 
extended tours to Italy, to view the sites they 
knew through their reading of the classics, to 
view the architecture and art collections, to 
purchase paintings, sculpture, cameos and 
prints, and to participate in festivals and a 
rich cultural life. Thomas Jenkins was one of a 
number of expatriates who served the needs of 
this tourist market, using his local knowledge 
and contacts to facilitate purchases of artworks 
or recently excavated sculptures. Jenkins sent 
the cork model of the Temple of Vesta to the 
Society of Antiquaries of London, in part to 
demonstrate this new technique to a society of 
which he was a member, but also to reaffirm the 
role he could play in facilitating acquisitions 
for members who travelled to Rome. 

Within a few years, three Italian artists 
were receiving commissions to make cork 
models of selected classical sites: Altieri was 
commissioned by John Stuart, 3rd Earl of 
Bute to make two sets of models, one set for 
himself and the other as a gift to George III; 
Agostino Rosa was being commissioned by 
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wealthy young tourist Thomas Mansel Talbot 
to construct models, destined for his collection 
in Wales; and Antonio Chichi was receiving 
his initial commission to make models for a 
collector in St Petersburg (Chichi would go on 
to become the most commercially successful 
of the modellers, selling sets of up to thirty-
six models to Catherine the Great and several 
German courts). 

The cork models can thus be seen as a three-
dimensional equivalent to the extraordinary 
sets of etchings of Roman views being made 
by Giovanni Batista Piranesi at the same time. 
Even so, cork models were relatively expensive 
and only purchased by small numbers of 
tourists, especially those with a heightened 
interest in classical architecture of antiquarian 
matters (although some tourists such as Talbot 
made indiscriminate purchases of everything). 
I have traced about 50-60 models being 
brought from Italy to Britain in the period to 
1800, of which Bute’s two sets purchased from 
Altieri made up half. Trying to find evidence 
for cork models in British collections is a matter 
of luck and perseverance: fleeting newspaper 
references, the correspondence of tourists, 
household accounts of purchases in archives, 
advertisements and catalogues of auctions 
in the subsequent secondary market, and 
published accounts of collections in private or 
public collections. Doubtless further models 
will emerge over time, although I suspect not 
that many for this early phase up to 1800. By 
the turn of the century the French army had 
occupied Italy and tourism virtually ceased 
until 1815.

Richard Du Bourg

Where did Richard Du Bourg fit into this 
broader picture? He was born in London in 
1738, the son of Henri Du Bourg, a Frenchman 
whose occupation is unknown, and Sarah 
Lunn, a native of London. Du Bourg was the 
eldest child and trained as an artist, suggesting 
that his parents had an income sufficient to 
support their son pursuing such an occupation. 
In 1755, Du Bourg won fourth prize in a 
competition for young artists held by the 

recently established Society of Arts, Commerce 
and Manufactures, and soon became a student 
at the St Martin’s Lane Academy, the leading 
London art school. Around 1760, Du Bourg 
evidently set off for France and Italy, spending 
nine years abroad. His time in Rome in the 
late 1760s coincided with the development of 
cork modelling, and he presumably picked up 
the skill there, either by observing the local 
artists or perhaps assisting one of them with 
a commission. He never subsequently wrote 
an account of his training or early career, so 
we are left making suppositions based on scant 
evidence. His reestablishment in London is 
better documented. In 1771, he exhibited a 
cork model of the Temple of Fortuna Virilis 
[now known as the Temple of Portunus] in 
Rome at the annual exhibition of the Society 
of Artists, and in 1775 he exhibited a model of 
the Colosseum; this is most likely the model 
that has survived in the Museums Victoria 
collection. In May 1775, he opened the first 
of his own exhibitions of cork models of 
classical sites, commencing an exhibition 
career that would span forty-four years. His 
initial exhibitions were in rented rooms for a 
few weeks during the main London exhibiting 
season in April-June each year; in 1779, he 
would establish a more permanent exhibition 
at his home in Duke Street, Manchester Square. 

By comparing accounts of his exhibition 
in newspaper articles and advertisements, 
combined with the few surviving printed 
catalogues of his exhibitions, it is possible to 
construct a detailed picture of his exhibition. 
By 1785, Du Bourg was exhibiting about 
thirty-five models of classical sites in Italy, 
Greece and France, as well models of some 
important sites of English antiquarian interest, 
including Stonehenge. In addition, he had 
constructed two key attractions that could be 
considered early examples of multimedia in 
museums. In a darkened niche he displayed a 
large model of the Temple of Vesta at Tivoli, 
perched on the hill overlooking the dramatic 
cascade of the river Anio. By moulding the 
cork, creating trees with moss, and using lights 
to reflect through transparent material, Du 
Bourg was able to create the effect of the river 
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rushing through the gorge beneath the ruined 
temple. He also created a model Vesuvius, 
with the Bay of Naples in the foreground, 
and used lighting techniques to create a 
sense of lava flowing down the mountain. His 
advertisements emphasised the drama of these 
two multimedia scenes, suggesting that they 
were a key element in attracting audiences 
to his exhibition. Unfortunately a fire in his 
exhibition in 1785 (the newspapers claimed 
this was caused by his Vesuvius, although Du 
Bourg denied this was the cause) destroyed a 
large part of his collection. Despite this, in 1799 
he re-established his exhibition with surviving 
and new models and it continued for a further 
two decades.

The gap in Du Bourg’s exhibition career 
between 1785 and 1799 is what led historians 
to conclude that there were two separate Du 
Bourgs. However, by tracking Du Bourg’s 
residences through rate books, electoral 
rolls and insurance policies (all wonderfully 
preserved at London Metropolitan Archives) 
and correlating these with Du Bourg’s 
exhibition advertisements, it became apparent 
that it was same modeller re-establishing his 
career. Influenced by compilations of artists 
exhibiting at the Royal Academy, some have 
confused Richard with Matthew Dubourg, 
a successful London engraver of London 
and Roman scenes. But Matthew was only 
apprenticed in 1800, when he would have 
been thirteen or fourteen, and appears to 

Fig. 4. Richard Du Bourg, Du Bourg’s Museum, 1808-9 (London Metropolitan Archives, City of London)
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have had no connection with Richard (as far 
as can be judged Matthew was the illegitimate 
grandson of famous English violinist and 
conductor Matthew Dubourg). Just to confuse 
matters further, a John Dubourg was one of 
the leading picture frame makers in London 
in the late 18th century. The Colosseum model 
has led me down many geneaological paths!

How successful was Du Bourg’s exhibition? 
Surprisingly, there is a substantial amount 
of evidence of how people responded to the 
exhibition, primarily from newspaper accounts 
and books of travel memoirs by visitors to 
London. Du Bourg was successful in attracting 
a diverse audience: nobility and gentry, those 
with a special interest in antiquarian subjects 
and architects, students attending with their 
tutors, families, and tourists, both regional 
tourists to London and overseas visitors. In 
addition to the models and multimedia scenes, 
Du Bourg augmented the exhibition with maps 
of Rome on the walls, and a detailed catalogue 
of fifty-six pages. He also provided informal 
talks to groups, explaining the significance of 
the sites modelled and the historical events 
associated with the sites; the Colosseum 
model provided the opportunity to talk about 
the spectacles held in amphitheatres and the 
evolution of gladiators. Newspaper accounts 
report audiences using the exhibition for their 
own ‘performance’ – a lady recited a poem about 
the ruins of Rome; a young student corrected 
his father’s assumption that the Colosseum was 
a theatre. The exhibition became such a staple 
of London cultural life that tourists to Italy 
would subsequently compare the real sites to Du 
Bourg’s models. Travel to Italy was impractical 
during the years of French occupation of Italy, 
so Du Bourg’s exhibition provided a Grand 
Tour in microcosm, undertaken in a visit of an 
hour or two. 

The Colosseum Model

What can the model itself reveal? The first 
thing to note is that there is frustratingly no 
signature or identifying mark to indicate 
firmly that it is by Du Bourg. He auctioned 

his collection on his retirement at the age of 
81 in 1819 and the model was not donated to 
the South Kensington Museum until 1859; this 
means there is a forty year gap in its provenance. 
Indeed the 1819 auction catalogue did not list 
the Colosseum among the models for sale; 
however, it was described in a handwritten 
annotation on the auctioneer’s surviving copy 
of the catalogue, indicating that it was present 
at the auction. Did Du Bourg plan to retain 
the model for his personal collection, and have 
a last minute change of heart and sell it? Or 
did he hold onto it — especially given that the 
other models sold for only a fraction of the sum 
that he hoped to make for his retirement? A 
large model of the Colosseum was listed for a 
subsequent auction in 1826, and this may be a 
resale of the same model, or Du Bourg selling 
his retained model; by then he was living in 
poverty and being supported by artist friends 
and a small annual grant from the Royal 
Academy. How it came to be owned by Captain 
Thomas Leyland is also unclear. He had 
inherited several million pounds in 1849 from 
his uncle, a Liverpool banker, and proceeded 
to build a palatial townhouse overlooking 
Hyde Park, and purchased a huge hunting 
estate in Northumberland. The model may 
have come as part of the inheritance or been 
among his extensive purchases of artworks 
to furnish his town and country residences. 
Establishing clear provenance for paintings by 
famous artists can be an impossible challenge, 
let alone for cork models.

Comparing the model to those of the Italian 
modellers could provide a more secure 
attribution. Like any artist, each cork modeller 
had their own particular technique and 
aesthetic style. Visiting collections in Germany, 
France and England has enabled clearer 
understanding of the styles of the Italian 
modellers Giovanni Altieri, Antonio Chichi 
and Agostino Rosa in the late 18th century, 
and Domenico Padiglione, Carlo Lucangeli 
and Luigi Carotti in the first half of the 19th 
century. Certainly the Museums Victoria 
model is sufficiently distinctive, compared to 
the identifiable styles of the Italian modellers, 
to suggest it is not by one of the Italians. 
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Chichi, the most prolific of the modellers, has 
a more finely finished technique, with a thin 
coating of gesso or paint over the cork to give 
it a smoother surface; his Colosseum models 
have a section reconstructed to show it in its 
original condition. Du Bourg, in contrast, uses 
the cork to emphasise the pitting of the walls. 
Unlike these other early models, Du Bourg’s 
Colosseum depicts the internal stairways; this 
suggests his interest in the actual use of the 
amphitheatre as well as its architectural form. 
Although both Rosa and Altieri made models 
of the Colosseum, and both came to British 
collections, they have sadly not survived; there 
is no indication that Padiglione, the other 18th 
century modeller, ever made a Colosseum 
model. Of the Colosseum models made in the 
first half of the 19th century, Lucangeli’s model, 
on a much larger scale, has survived in Paris, 
but it is known that he only made this one cork 
model, plus a large wooden model which has 
survived in Rome. 

How does the Colosseum model compare 

with other models by Du Bourg? Sadly no 
other models that can be clearly attributed 
to Du Bourg have survived. Those known to 
have been in private collections at Ickworth 
and Claydon disappeared in the 20th century; 
models that went to the British Museum, 
Fitzwilliam Museum and Bodleian Library 
have all been disposed of. Fortunately Du 
Bourg’s model of the Verona amphitheatre 
was photographed at the Bodleian around 
1910, and three models were photographed 
at Ickworth by Country Life magazine in 1925. 
These models are consistent with Du Bourg’s 
style, both in carving details and in scale; Du 
Bourg tended to make models somewhat larger 
than did the Italian modellers, as they were 
making models for private collections, whereas 
Du Bourg was typically making models for his 
exhibition. The closest model in an English 
collection to Du Bourg’s style is a model of 
the Temple of Vesta at Tivoli, belonging to 
the Royal Institute of British Architects and 
on display in the V&A Museum’s Eighteenth 

Century Gallery. This model came from the 
estate of architect William Edward Brooks, 
who would have acquired it early in the 20th 
century; its provenance cannot be traced 
back further. It may be possible in the future 
to undertake analysis of the materials used 
to make these two models to see if they have 
marked similarities.

If we can be reasonably confident in ascribing 
the Colosseum model to Du Bourg, there 
remains the question of whether it is the model 
that he first displayed at the Society of Artists 
exhibition in 1775, and then subsequently in 
the early years of his exhibition. For a long 
time, I assumed that the Museums Victoria 
model could not be the original one, as that 
had presumably been destroyed in the 1785 
fire. But there is some evidence that Du 
Bourg had made two Colosseum models in 
the early years of his modelling career; from 
1779, the newspaper advertisements begin to 
promote a large Colosseum model, twenty-
three feet in circumference that now formed 

the centrepiece of his exhibition. This strongly 
suggests that Du Bourg made a second larger 
model, at a scale of roughly 1:80 after the 
initial 1775 model at a scale of 1:120. This 
larger model presumably was the model 
destroyed in the 1785 fire. When Du Bourg re-
established his exhibition he did not include 
the smaller model – perhaps because there 
had been a public subscription to compensate 
him for his loss, but also because the model 
was too small to provide the dramatic impact 
that he wanted. Instead he built a large model 
of the amphitheatre at Verona, displaying that 
from 1801; this played the role as a centrepiece 
that his larger Colosseum model had in the 
earlier exhibition. Then in 1814, towards the 
end of his career he began displaying the 
smaller Colosseum model again, as well as 
the model of Somerset House in London that he 
had originally made in 1778. He was seventy-six 
years old by this time, so it is implausible that 
he would have made new models of both the 
Colosseum and Somerset House; more probable 

Figure 5: Richard Du Bourg, Colosseum, 1775, detail of stairs
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that he was bringing out models he had retained 
in reserve. It thus seems most likely that the 
Colosseum model in Melbourne is the original 
model exhibited by Du Bourg in 1775.

Surviving Models of the Colosseum

While the Colosseum model is the only one 
of Du Bourg’s models to survive (unless the 
RIBA’s Temple of Vesta can in the future 
be attributed to him), there are several 
Colosseum models from the late 18th and 
early 19th centuries in European collections. 
Antonio Chichi made several Colosseums as 
part of his sets of thirty-six models, and they 
have survived in collections in Darmstadt, 
Kassel and St Petersburg; they are all the 
same scale of around 1:120. Carlo Lucangeli, 
overseer of restoration work at the Colosseum, 
produced two models between 1792 and 
1812, as an integral element of his extensive 
studies of the design and construction of 
the Colosseum. The models helped him 
understand the amphitheatre as a working 
space, especially as archaeologists during the 
French occupation excavated the subterranean 
corridors that served the spectacles held there. 
His large model in cork, at a scale of about 
1:60, made in thirty-seven parts, has survived 
at the Ecole des Beaux-Arts in Paris, and 
records the actual condition of the Colosseum 
at the time. Lucangeli applied the latest 
archaeological results to construct a model 
in wood that reflected the Colosseum as he 
imagined it was at the time of its construction; 
this model, also at a scale of about 1:60, is 
at the Museo Nazionale Romano in Rome 
(neither of Lucangeli’s models are presently on 
display). Another large model has survived at 
the Schloss Johannisburg in Aschaffenburg, 
made by Georg and Maximilian May in 
1854. Their father, court confectioner Carl 
May, had traditionally made spectacular table 
centrepieces from sugar, but been inspired 
by Chichi’s models in German collections 
to reproduce cork models of Roman sites, 
and then extended this to German historic 
buildings. Finally, a curious model of the 

Colosseum by Luigi Carotti is at the Lindenau 
Museum in Altenburg; its horizontal scale is 
about 1:180, but it has an exaggerated vertical 
scale and is of lesser quality. Carotti was an 
engraver making cork models on commission, 
and complained that his Colosseum model 
had taken too long to make and that he had 
lost money on the project.

The Colosseum models thus differed in 
purpose, combining to different degrees 
antiquarian interest, archaeological research 
and documentation, evocation of classical 
architecture and history, courtly collections, 
public exhibition and education, commercial 
opportunity – and artistic endeavour, for the 
carving of cork into extraordinary classical 
structures and architecture had a technical 
and aesthetic appeal for the modellers and 
their audiences. I have been similarly seduced 
by cork models in the course of my research. 
I hope that in the future it will be possible to 
bring the models together in an exhibition, 
ideally in Rome, so that their characteristics 
and differences can be studied more closely. 

Richard Du Bourg’s model of the Colosseum 
thus has a significance that I never anticipated 
when I first asked about it four years ago. It 
is arguably the oldest surviving Colosseum 
model, predating two of Chichi’s models by 
two or three years, and it is probably the only 
surviving model from Du Bourg’s Classical 
Exhibition, which instructed and entertained 
Londoners and visitors to Georgian London. 
Museum Victoria has now commenced a 
project to conserve the model and repair the 
damage that has occurred since it was made 
some 240 years ago. Conservator Sarah 
Babister and materials scientist Rosemary 
Goodall are analysing how the model was 
built and the materials used in its construction 
(an XRF machine has identified the materials 
and x-rays revealed how the model was made 
in sections and pinned together). This will 
be followed by months of painstaking work 
to clean and repair the model and secure the 
damaged and broken parts back onto the main 
structure. The model was originally displayed 
for perhaps fifteen years by Du Bourg, and then 
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on display at the South Kensington Museum 
for about forty years; it will be rewarding to 
have it ready for display again after a gap 
of over a century. That original desire to 
deaccession an unwanted model has led me 
on a quite different journey.

Richard Gillespie
Humanities Department, Museum Victoria
rgilles@museum.vic.gov.au
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