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How important is the concept of authenticity in the presentation of heritage (4000 words) 
When approaching this question it is important to understand what the term heritage is, heritage is talking about the past how to remember the past.  The museum is one of the best ways to preserve heritage, this is also significant as it also plays a role in how people view heritage. This can be done by the way the exhibits display objects or how they select objects for display 
Heritage and the perception of heritage can be seen in the way it plays a role in the formation of museums and its role. It can be argued that heritage is a cultural production that has a connection to the past but in turn creates something new in the present[footnoteRef:1]. Gimblett defines heritage as a cultural production to add value to the outmoded and turns it into an exhibition in itself[footnoteRef:2]. This can be applied to museum exhibits when they bring in objects to make a multicultural space[footnoteRef:3] out of the objects. This also means that the individual becomes reconnected to the objects too as a new relationship are formed in this new context and space. It is important to note that heritage is also used to create an identity, an example of this can be seen in way that people use their heritage in tourism to create an identity[footnoteRef:4]. Museums use heritage to allow for the visitors to develop an attachment to the objects displayed, an example of this could be that the objects on display have come from the community or culture that the individual is from. Museums often use heritage to reinvent themselves[footnoteRef:5] as evidenced by New Zealand National Museum.	Comment by Christine Jackson (1500367): Clarify this phrase  [1: Carbonell.2012.199]  [2: Carbonell.2012.199]  [3: Carbonell.2012.199]  [4: Carbonell.2012.202]  [5: Carbonell.2012.203] 

Heritage and its perception have radically changed post World War II, as is shown by the rise of the new political social movements that have come out of the 60’s. This has led to the creation of new National Museums in places such as Australia and New Zealand. Gimblett focuses on New Zealand as an example of how heritage has been used in recreating a national identity.[footnoteRef:6] In the case study Gimblett focuses on the policy of Biculturalism and the museum’s response to it.[footnoteRef:7] The cases study is about the debate arising from the way the painter Goldie represented the Maori as savage in his paintings during the 19th century. Subsequent to political and social movements (such as civil rights movements) in the later part of the 20th century, many people who were not native Maori saw these painting as shameful and reprehensive of negative stereotypes. However in the 1990’s when they were re-examined by curators of the museums it was discovered that the Maori groups did not find them shameful but rather they believed them to be national treasures of New Zealand.[footnoteRef:8] 	Comment by Christine Jackson (1500367): Check	Comment by Chris Jackson:  [6:  Carbonell.2012.203]  [7: Carbonell. 2012.203]  [8:  Carbonell..2012.204] 

another interesting example of authenticity and its power where there is apparently no dispute as to its reception can be found in the International Civil Rights Center & Museum in Greensboro, NC.[footnoteRef:9], the gateway from the south of the USA to the north. This museum, set in the original Woolworths store where a sit in by 4 African American student protestors against racial segregation kick started the civil rights movement in North Carolina is centred on the authentic food counter where the sit in occurred. The building has been reconfigured around the food counter to display artefacts, many of them deeply disturbing, evidencing the horrors of racialist segregation laws and culture of the American South. The food counter can here be seen as an emblem of authenticity of civil rights heritage. Furthermore, authenticity can be shown in the fact that people could identify the seats where the protesters actually sat deepening personal connections to the site.  [9: International Civil Rights Center & Museum] 

The idea of representation is mainly based upon the ideas of atmosphere and presentation, a notable example that uses this is the use of historic houses and buildings as museum spaces. When entering these houses visitors are automatically immersed into the atmosphere of the house, summoning feelings and memories which Visitors to St Fagans or stately homes automatically feel connected to the past, although the original inhabitants are absent visitors get the sense that they are experiencing the house as it would have been.  visitors would not otherwise have[footnoteRef:10]. It is important to note that this experience is caused by the perception of ‘true reality’ meaning that the visitor believed that the atmosphere and house is free from manipulation of outside forces. Gorgas compares this experience to a time machine, and that visitors are able to feel like they are visiting a ‘frozen’ point in time, which allows them to learn about not only the past but also the things about themselves.[footnoteRef:11] This is due to the visitors entering with their own personal experiences and feelings and then being able to connect to the frozen time within the house as visitors are able to assert what they are and what they are not when comparing it to the objects and building portraying a certain thing. Therefore it could suggest that these type museums are able to generate cultural images and ideology through the intimate links that are created by the collective memory and the personal memory. [footnoteRef:12] Of course it is often forgotten by the visitors that this is not a true reality because the building will have experienced changes throughout its life.  For example when organisations such as the National Trust or English Heritage take over houses they often will alter the layout of the house or rooms to fit the appearance of the house to suit their needs.  It is also important to note that places that were stately homes originally often will have changed ownership, this means that the atmosphere of the house could have change throughout these hand changes, eg. Renovation or extension happen. An example of this can be seen in the Derbyshire stately home of the Vernon’s, Sudbury Hall, within the house there is a room which originally was two different rooms, and during the exchange of a new owner of the house that the two rooms was knocked through to create this one larger room, the only indication that this had happened was due to the original ceilings having different plaster patterns on it which were kept un damaged.  The National Trust then took over the house in 1967[footnoteRef:13] and when they were examining the house to convert it back into its glory days, they made the decision to renovate the room back into the originally intended two rooms but they do make a point to inform visitors that they have altered the building. This therefore begs the question. ‘Is this a representation or authentic?’   [10:  Carbonell.2012.324]  [11:  Carbonell.2012.324]  [12: Carbonell.2012.324]  [13:  National Trust –exploring the history of Sudbury] 

A key site which demonstrates the problem of authenticity of heritage is Knossos on Crete which was home to the Minoans in the Bronze Age. This site has a long history of being examined and excavated by archaeologists, the first known or official excavation of the site dates from the early 1800’s, and archaeological schools were set up by the French, and British in 1846 and 1885 respectively. [footnoteRef:14] The  archaeologists were looking for evidence of a civilisation that was referenced in the ancient works as shown by the way they named objects that were found with no context with them, items such as the ‘shield of Achilles ‘were used to demonstrate ‘connections’ to Homer.[footnoteRef:15] Concerns about =the work of Arthur Evans, who led the British archaeological school to excavate large sections of the palace at Knossos in 1900 [footnoteRef:16] has led to the questioning of presentation of authenticity. The key thing that is remembered about these excavations is that the team involved part took in large sections of reconstructions of the site, it was argued that the reconstruction was intended to recreate the atmosphere of the ancient site.[footnoteRef:17] The desire to create the atmosphere is understandable as visitors would gain a personal response and interact to the site differently than they would otherwise. However that is not the problem here, the issue is that the reconstructions to the site were permanent and have now been proven mistaken by later scholars, furthermore they now cannot be amended because they perform structural support to the site.[footnoteRef:18] The mistaken beliefs about the Minoans have now become part of the heritage of the site itself.  [14: Farnoux.1996. 26]  [15:  Michailidou.1985.18]  [16:  Brown.2000.15]  [17:  Michailidou.1985.46]  [18:  Michailidou.1985.46] 

One of the most notable examples of the mistakes made in the reconstruction of Knossos is that of the ‘throne room’ complex. When the ‘Throne room’ was excavated[footnoteRef:19] . there were stone benches which were blackened by the fire that had destroyed the palace, as well as a section which held the charred remains of an unidentified wooded structure, which Evans believed to be a possible throne,. He therefore reconstructed the anteroom of the throne room and placed a wooden chair in its location. Evans also added a porphyry basin to the centre of the room as he believed that one would have been there to provide purification of those entering the throne room. [footnoteRef:20] This idea was purely down to Evans beliefs as there has been no evidence to suggest that the Minoans practised this ritual, hence this casts doubt on the authenticity of this room. The reconstruction of the throne room itself has been more faithful to the archaeological evidence. This is due to there being less fire damage to the room, it is also in this room that a stone throne was found in situ as well as faint remains of imagery on the plaster wall.  [19:  Michailidou.1985.46]  [20:  Michailidou.1985.64 ] 

This is where the reconstruction, as far as it is possible to tell, has been faithful. However the function of the room was not accurately identified for many years. Due to the work of Evans it was thought that this room was for the royal court and where the king would have accepted and entertained visitors.[footnoteRef:21] However, with further study it was revealed that this throne room was more for religious practice, this can be identified to the presence of the griffins on the wall next to the throne. Griffins would often be present with the worship of the Mother-goddess, and the deity was often played by the Queen rather than the king so this suggests that the throne would have been sat on by the Queen.[footnoteRef:22]  The excavation of the western complex on the side of the central court, has revealed another throne room and this strengthens the likelihood of religious function for the ‘throne room’  [21:  Michailidou.1985.64]  [22:  Michailidou.1985.68] 

Errors in reconstruction are one aspect of the work that Evans did in Knossos, however this leads to an interesting discussion about authenticity or its lack becoming a layer in the narrative of the value of the heritage site. Additions to frescoes such as the relief of a bull in an olive grove,[footnoteRef:23] a replica of a fresco found in relation to the Minoans, refutes and corrupts authenticity as there is no evidence that there were frescos on these Bastions around the palace.[footnoteRef:24] It is thought that Evans did this in order to claim that the fresco may have had influence in the labyrinth myth.[footnoteRef:25] However while bull iconography was popular in the Minoan civilisation it is more likely that Evans used it to create a connection to the myth as that was what archaeologists of his time were doing.[footnoteRef:26]   [23:  Michailidou.1985.92]  [24:  Michailidou.1985.92]  [25:  Michailidou.1985.92]  [26: Koehl, 1986. A Marinescape Floor from the Palace at Knossos] 

Another example of Evans’ reconstructions is the damage he caused to the frescos that he found. There were sections of the frescos that clearly could have  could have been connected together however  the majority of the fresco pieces were found out contexts and in pits therefore making it impossible to tell what the scenes would have actually would have been. Evans attempted to make sense of the fragments and created which would have fitted with the scholarships’ ideas about the Minoans such as the griffins and scenes related to Bull leaping. Bulls were important in the symbolism of the Minoans. Bulls also furthered Evans agenda of promoting the Labyrinth mythology.[footnoteRef:27] Another example of Evans reconstructions of frescos is the dolphin relief[footnoteRef:28]. These reconstructions were created by the placement of the fragments into plaster with the reconstruction being painted around them, this means that they cannot be altered now as it would risks damaging the original fragments and these reconstructions have themselves become part of the heritage.   [27:  Michailidou.1985.92]  [28:  Koehl, 1986. A Marinescape Floor from the Palace at Knossos ] 

The Death Mask of Agamemnon one of the most iconic images form the Mycenaean civilisation due to its relation to the Trojan War story in Greek mythology. It was discovered by Heinrich Schliemann who was a German ‘archaeologist’.[footnoteRef:29]  Schliemann was part of the experimental phase of the discipline and decided to use the works of ancient Greek authors to see if they actually had any merit in real life Greece, thus leading Schliemann to the site of Mycenae. [footnoteRef:30]The death mask which was found in grave circle A within the citadel of Mycenae. The mask is made of sheet gold which is very thin and was found on the face of a male skeleton within one of the graves. From the moment of its discovery the death mask has been under question about its authenticity. This is mainly due to it being Heinrich Schliemann excavating it, Schliemann does not have a good reputation for the way he treated artefacts or how he went about gaining these treasures.[footnoteRef:31] The debate around authenticity of this mask stems from the situation context the discovery; which occurred a bank holiday meaning that excavation stopped just before the mask would have been found. Some scholars argue that Schliemann used this to his advantage and placed the mask in the grave and the buried it, so it would have been rediscovered when digging resumed.[footnoteRef:32] This is supported by the debate about the appearance of the mask. The death mask of Agamemnon is not unique, there were other death masks found in the graves, however they all look different to the Agamemnon death mask.[footnoteRef:33] The mask contains facial features of beards and a moustache, whereas the others do not. In fact these facial features are remarkably similar in appearance to the German Kaiser at the time of Schliemann’s excavations. Some scholars suggesting that the mask was either made by Heinrich Schliemann with the Kaiser in mind or that Schliemann altered a pre-existing mask to look like the Kaiser.[footnoteRef:34] The latter seems the more likely as later dating has proved that the mask was made in the late Bronze Age . This dating of the mask which was done after the initial discovery, suggests that the mask is contemporary with the other masks found however the masks do not have a dating that would have been contemporary to the period of Agamemnon or Homer.[footnoteRef:35] This therefore means that the mask cannot be the death mask of the Agamemnon, but rather it is more likely a death mask of one of the unknown kings of Mycenae[footnoteRef:36]. This lack of clarity in regards to the death mask of Agamemnon is important because it formed an integral part of what many people believe is the origin of western civilisation. The mask has become one of the key known things about pre-classical Greece and the heritage of the objects found on the site of Mycenae can arguably be used to form the identity of the Greek people yet it is arguably authentic.  	Comment by Chris Jackson: find who this is  [29:  Drosou-Panagiotou. 2009. 96 ]  [30:  Drosou-Panagiotou. 2009. 96 ]  [31:  Harrington.1999. Behind the Mask of Agamemnon ]  [32:  Harrington.1999. Behind the Mask of Agamemnon ]  [33:  Schofield.2007.41]  [34:  Harrington.1999. Behind the Mask of Agamemnon ]  [35:  Harrington. Behind the Mask of Agamemnon.52]  [36:  Galanakis.2013.15] 

 The original death mask of Agamemnon is kept in the Archaeological Museum in Athens and a replica is kept in the Ashmolean Museum in Oxford, in the rooms dedicated to the excavations of the Bronze Age Aegean (where Mycenae is) and Crete.  Most of the artefacts in these rooms are from the Knossos excavations from Crete. Evans was a curator of the museum and brought back some of the objects from his time in Crete, most of the displays have small objects that are often replicas or real objects found at the site, the bulkier objects are in the centre of the room and some have been reconstructed.[footnoteRef:37]  The Archaeological Museum in Athens houses all the archaeological finds from the site of Mycenae, the famous gold funerary masks are dominant in the central exhibition, which is done intentionally as it allows for the eye of the visitors to focus on them. The death mask of Agamemnon is one of the objects that can be first seen, the information that accompanies the mask gives no indication that the mask is not authentic and the scholarship behind it is left unsaid. This leaves the visitors believing that the mask is real, thus the museum allows the visitor believe that they are being offered a connection to the myths and the past.  [37:  Galanakis.2013.15] 

Another example of museum presentation that requires of challenge is the Pre-dynastic Egyptian man Ginger in British Museum. Ginger is a natural mummy that was found in the deserts in Egypt in the early 1900’s, he was brought to the British Museum and put on display in a popular area of the museum.[footnoteRef:38] The display was a reconstruction of the grave that he was found in using the knowledge provided by other similar graves as well as his original one. However decades later it was noticed that Ginger’s body was starting to decay at an extreme rate. It was also noted that the preserved skin on his skull was starting to peel away.[footnoteRef:39] Major restoration was put into to action to stop the decay from worsening. The renovations also involved the alteration and redesign of the display and case. The redesign meant that the body would have been monitored and decay could be prevented quickly if it increased.[footnoteRef:40] The reconstruction of the display of the body allowed for updating of the display more generally and the addition of the relevant artefacts, as more information on pre-dynastic graves had become available, since the first display of Ginger.[footnoteRef:41]  The out dated original reconstruction of the grave means that the authenticity of the way pre-dynastic graves were displayed had been skewed and was deemed incorrect, however like the Archaeological Museum in Athens there is no indication that this was the case. Visitors then and now accept these representations as a real and authentic display of heritage in good faith, here the incorrect the incorrect display has not become the heritage of ginger. [38:  Pers. Comm Katharina Zinn ]  [39:  Pers. Comm Katharina Zinn ]  [40:  Pers. Comm Katharina Zinn]  [41:  Pers. Comm Katharina Zinn] 

Another interesting example of authenticity can be seen in Statues from the Roman Empire and the Classical Greek world. These statues, which often depicted emperor or high status officials or religious figures, were made to a high specification, both in material and craftsmanship. An example of this is the Augustus of Prima Porta[footnoteRef:42] .This high quality means that statues have been able to last for long periods of time and mostly in good condition. The statue of Augustus has survived in near pristine condition. It is important to note that the statues found in the museums are authentic because they are often the real statue unless the museum states otherwise, however the statues which are often made of white marble and have stayed this white throughout history are not an accurate representation of the statues, that the Romans would have seen. [footnoteRef:43]This is due to statues in Antiquity often painted in bright vibrant colours to make them stand out against the other objects.[footnoteRef:44] The paint on the statues has now faded or disappeared and there is only minuscule traces of the paint left in cracks or fine detail on the statues which has provided evidence to scholars to prove that the statues were painted. The traces can be used to create reconstructions of the statues which showing the way they had been painted in Antiquity. Of course this reconstruction has only happened on some of the statues and the reconstructions are only in small sections or as small models next to the originals seen in museums such as the Acropolis Museum. [footnoteRef:45]The reconstructions are often interesting because while they are authentic they are often looked at in different light compared to the white statues, this is due to modern associations of these statues being white. Sarah Bond claims that ‘the whiteness of marble sculptures was emphasised and enhanced in the 18th and 19th centuries as part of a fetishisation of racial whiteness and the  equation of it with beauty’.[footnoteRef:46]. This further opens up and politicises the debate around authenticity.	Comment by Chris Jackson: 18th and 19th century ….. look at second message from d.  [42:  Holland. 1947. 279]  [43:  Abbe. 2007. Polychromy of Roman Marble Sculpture ]  [44:  Holland. 1947. 279]  [45:  Acropolis museum -korai]  [46:  Kennedy.2017.Why I Teach About Race and Ethnicity in the Classical World] 

The National Trust Visitors Centre at Sutton Hoo, in Suffolk in the east of England, is another interesting example of a reconstruction. It was the resting place of what is believed to be a royal Viking, due to the site containing a large Viking boat burial that was concealed within a mound on the estate.[footnoteRef:47] It was only when the mound was excavated that the boat was discovered. The exhibition area of the visitor centre is designed to look like the Viking boat with replicas of the artefacts placed in the positions that the archaeologists seemed to have found them in, thus providing context on how the burial would have appeared.[footnoteRef:48] On a second visit to the site twice within a span of 5 years the centre and the artefacts layouts have changed. This therefore suggests that there must have been a recent discovery, or that the understanding of the Viking boat burials had changed. This therefore brings the authenticity of the reconstruction of the burial into question, because if it had been originally correct, the layout of the artefacts would not have changed. 	Comment by Chris Jackson: Ask mum and dad about images of suton hoo	Comment by Chris Jackson: Sutton Hoo : twenty-five years after
C. F. C. Hawkes (Charles Francis Christopher), 1905- Philip Grierson; Suffolk Institute of Archaeology.
Cambridge: Heffer 1964 pg 255-256- provides evidence for changes in ideas about archaeological evidence. 	Comment by Chris Jackson: Sutton Hoo : burial ground of kings?
Martin O. H. Carver
London : British Museum Press c1998
It can also be seen on pages 125-131 [47:  National Trust- exhibition at-sutton hoo]  [48:  National Trust- exhibition at-sutton hoo] 

Pottery is one of the artefacts most commonly replicated or reconstructed. This is usually done to provide context as it is most usually found in fragmentary form and so gives people an understanding of what the pottery would have looked like, to those who would have used it.[footnoteRef:49] The pottery and the plaster that is often used to help with the reconstruction is usually clearly different from each other, this helps with clarity of the issue of authenticity because the actual pottery is different to the plaster. [footnoteRef:50]The reconstruction often allows for visitors of the exhibitions to have an understanding of the function of the pottery, this is important as the visitors then have a connection to the object and become more interactive with the exhibit. [footnoteRef:51]	Comment by Chris Jackson: Pottery technology : principles and reconstruction
Owen S. Rye
Washington, D.C. : Taraxacum 1981
134-135 
Talks about the different ways of reconstruction of palatine- Pottery  [49:  fieldmuseum.org-restoring-pottery ]  [50: Field museum.org-restoring-pottery ]  [51: .field museum.org-restoring-pottery] 

The final example to be examined is the site of St Fagan’s. As mentioned before,  St Fagan’s uses historic buildings to recreate the past. The importance of this site is significant as it provides visual stimulation to visitors in regards to the heritage of Wales, this is due to the reconstructed buildings originating from all over Wales giving people an opportunity to develop a connection to the past in one place. There is some debate regarding the authenticity of the buildings. The re-building was not being completely accurate during the onsite reconstruction. [footnoteRef:52], Parts of the building that are wooden, or the mortar for the brick work, are often being replaced in the buildings, this is necessary due to the practicality of not being able to re-use material for structural purposes.[footnoteRef:53] This of course reduces authenticity but there are often legal or health and safety reasons behind the decisions which therefore override the desire for authenticity.[footnoteRef:54] On the site of St Fagan’s, buildings such as the Prince’s Court are identified as replicas and have been altered to allow for modern regulations. One example of this is within the building complex that it is based on the Prince’s Court there is at least a foot length drop between the threshold and the floor which would have prevented those less mobile people from entering the building. [footnoteRef:55]This flexibility with regard to adhering to authenticity means that more people can gain access to this period of Welsh heritage.  [52:  Pers. Comm Quentin Drew ]  [53:  Pers. Comm  Quentin Drew ]  [54:  Pers. Comm  Dr Elizabeth Walker]  [55:  Pers. Comm  Dr Elizabeth Walker ] 

To conclude, the concept of authenticity in the presentation of heritage, is important as it plays a vital role in the visitor’s reception of and response to information as it is presented in museums and heritage sites. Authenticity can be approximate through many different forms such as representations, reconstructions of objects or the use of space. As seen in this essay it is often difficult to be completely authentic however it is often better for there to be a slight leeway in accuracy if it means that the visitor is able to interact with the objects and evidence of heritage. After all, it is a significant element to the presentation of heritage to allow for and encourage a connection with the individual. 


Books 
Brown,A. 2000. Arthur Evans and the palace of Minos. Ashmolean museum publications. Oxford  
Carbonell, B,M . 2012. Museum studies: An anthropology of contexts. Wiley-blackwell publications. Oxford. 
Drosou-Panagiotou N, 2009, Ancient Greece: the pictures of the most important monuments in antiquity and today, Papadimas Ekdotiki, Athens,95-110
Farnoux, A.1996. Knossos: unearthing a legend. Thames and Hudson London 
Galanakis, Y.2013.the Aegean world: a guide to the Cycladic, Minoan and Mycenaean antiquities in the Ashmolean museum. Kapon editions. Athens
Hawkes C,F,C. 1964Sutton Hoo : twenty-five years after. Suffolk Institute of Archaeology. Heffer Cambridge. 255-256
Martin O. H. Carver, M, O, H. 1998. Sutton Hoo: burial ground of kings? British Museum Press. London 125-131
Michailidou, A.1985. Knossos: a complete guide to the palace of Minos. Ekdotike Athenon S.A.Athens 
Rye, S.O. 1981.Pottery technology: principles and reconstruction. Taraxacum. Washington, D.C.134-135
Schliemann,1976, Mycenae, Arno Press, New York
Schofield, L. 2007. The Mycenaeans. The British museum. Press. London
Articles
Williams-Davies, J. 1989 The preservation and interpretation of traditional rural crafts at the Welsh Folk Museum, Journal of Design History 2(2/3): 215-218.[www.jstor.org] [accessed 27.04.18]
Peate, I, C.1965. the welsh folk museum. Journal of the Folklore Institute. Vol. 2, No. 3 pp. 314-316[www.jstor.org] [accessed 27.04.18]
Holland, L,A. 1947 Aeneas-Augustus of Prima Porta. Transactions and Proceedings of the American Philological Association. Vol. 78 . pp. 276-284 [www.jstor.org] [accessed 28.04.18]
Koehl, R,B. 1986. A Marinescape Floor from the Palace at Knossos. American Journal of Archaeology, Vol. 90, No. 4. 407-417 [www.jstor.org] [accessed 28.04.18]
Harrington, Jul/Aug 1999, Behind the Mask of Agamemnon, Archaeological Institute of America, Vol 52 Number 4 [www.jstor.org] or [https://archive.archaeology.org/9907/etc/dema.html] [accessed 26.04.18]
Dickinson O, Jul. - Sep., 2005,  The "Face of Agamemnon" in The Journal of the American School of Classical Studies at Athens,Vol. 74, No. 3  299-308 [www.jstor.org][accessed 28.04.18]
Websites
Abbe, M,B. 2007. Polychromy of Roman Marble Sculpture. The Metropolitan Museum of Art available from (https://www.metmuseum.org/toah/hd/prms/hd_prms.htm) [Accessed 15.04.18]
Kennedy, R,F.2017.Why I Teach About Race and Ethnicity in the Classical World eidolon.pub. available from (https://eidolon.pub/why-i-teach-about-race-and-ethnicity-in-the-classical-world-ade379722170) [Accessed on 01.05.18.]
National trust. Exhibition at Sutton Hoo. National trust. Available form (https://www.nationaltrust.org.uk/sutton-hoo/features/exhibition-at-sutton-hoo)  [Accessed 17.04.18]
National trust. Sudbury Hall and the museum of childhood- exploring the history of Sudbury. National trust. Available at (https://www.nationaltrust.org.uk/sudbury-hall-and-the-national-trust-museum-of-childhood/features/exploring-the-history-of-sudbury) [accessed 17.04.18]
National trust. Sutton Hoo national trust. https://www.nationaltrust.org.uk/sutton-hoo [accessed 17.04.18]
The Acropolis Museum. The Peplos Kore. The Acropolis Museum Available from (http://www.theacropolismuseum.gr/en/content/korai-acropolis) [accessed 01.05.18]
The Field Museum. Restoring Pottery. the field museum available from(https://www.fieldmuseum.org/science/research/area/conserving-our-collections/treatment/restoring-pottery) [accessed 30.04.18]
The International Civil Rights Center & Museum.  About the The International Civil Rights Center. The International Civil Rights Center & Museum. Available from)https://www.sitinmovement.org/about/) [accessed 27.04.18]
Other 
Jackson, C. 2016. The Death Mask of Agamemnon. Undergraduate level 4 essay at UWTSD Lampeter
[bookmark: _GoBack]Linkedin profile. 2018.Quentin Drew. https://uk.linkedin.com/in/quentin-drew-5386a024 [accessed on 01.05.2018]
Staff profile.2018.  Dr Elizabeth Walker. https://museum.wales/staff/77/Elizabeth-Walker/  [accessed on 30.04.2018]
Staff profile.2018.Dr Katharina Zinn. http://www.uwtsd.ac.uk/staff/katharina-zinn/[accessed on 24.04.2018
image1.png
PRIFYSGOL CYMRU ——
Y Drindod Dewi Sant

UNIVERSITY OF WALES

Trinity Saint David





