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Abstract and Keywords

This thesis is about museums and crisis. Through research on the Imperial War
Museum, known today as IWM, during the Second World War era, 1933-1950,
it reveals how crises disrupt museums, and the contrasting defensive and
revolutionary strategies which museums must adopt when mitigating crisis
situations. The thesis is situated in a small but emergent literature concerning
museums and crisis. Existing work comprises contemporary case studies on
difficult museum experiences, predominantly financial difficulty, wherein crisis
has been applied to describe an institution’s general state of organisational
malaise. This thesis, by contrast, is innovative in that it comprises a historical
case study on a museum facing wholesale physical and ideological collapse, and
deploys newly developed crisis concepts to analyse different critical situations
that can impact museums and to analyse the pathology underlying them. It
draws on methodology informed by various case study, archival and historical
theorists, and is produced using data extracted principally from documentary
sources researched at the IWM museum archive and The National Archives.

Through investigating the experience of the Imperial War Museum during
the Second World War era, this thesis finds that museums can be harmed by two
crisis types. The first comprises a surface-defensive crisis, where the impacted
museum must rebut the crisis effects. This type was conceived through
considering the impact of the wartime aerial attacks against London on the
Imperial War Museum. The second type comprises a deep-revolutionary crisis,
where the museum must transition from its existing crisis-ridden state to some
new, more sustainable paradigm. This type was conceived through considering
the threats posed by cultural irrelevancy, perceived during the war, against the
Imperial War Museum after the conflict. Delivered via an original synthesis of
historical, museological and crisis research, the outcome of these findings
comprises a novel understanding of crisis in the museum context.

Museums; Crisis; Crisis Management; Resilience; Reinvention
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Chapter 1 Introduction

The [Imperial War] Museum’s continued and increasing popularity —
especially when much lighter museums and heritage sites are on offer
elsewhere in the capital and beyond — has always relied upon the

organisation’s ability and willingness to change.

— James Taylor, 2009
Head of Research and Information

Imperial War Museum

1.1 Chapter Introduction

This thesis is about crisis and museums. Specifically, it explores how crises
disrupt museums, and the contrasting defensive and revolutionary strategies
which museums must adopt when mitigating ‘crisis situations’. The
investigation is undertaken via a historical study of the Imperial War Museum
during the Second World War era, 1933-1950, with particular emphasis on the
war years themselves, 1939-1945. Accordingly, | answer the following central
question: what does a historical study of the Imperial War Museum during the
Second World War era reveal about the ways in which crisis can impact on
museums and museums can respond to crisis? To help formulate an answer for
this central question, I pursued six research aims, each with their own
corresponding objectives. The first two aims and objectives contextualise the

study. The third through sixth aims and objectives address the central question.

I.  Critique extant literature on the history of the Imperial War Museum
during the early- and mid-twentieth century to establish its museological

and historical focus and consideration for the Second World War.



I.  Ascertain the issues and ideas addressed by the authors.
li.  Assess the authors’ consideration of the Second World War.
iii.  Determine the prevailing analyses of, and recognition afforded to,

the effects of the Second World War on the Imperial War Museum.

I1.  Critique extant literature on the concept of crisis with particular regard for
museums to establish the extent that museums have been considered in
studies on crisis and crisis has been considered in studies on museums.

I.  Ascertain the issues and ideas addressed by the authors.
1. Assess the consideration of museums in literature by crisis scholars,
and the consideration of crisis in literature by museum scholars.
iii.  Determine the prevailing analyses of, and recognition afforded to,

the effects of crisis on museums and response of museums to crisis.

[1l.  Identify difficulties which the Imperial War Museum faced over the years
1933-1950, with particular emphasis on 1939-1946, to ascertain the
effects that the Second World War caused it, plus the museum’s response.

I.  Critically delineate the work of the Imperial War Museum to
maintain a civic service during the Second World War.

Ii.  Critically delineate the work of the Imperial War Museum to
protect its collection, building and staff from aerial attacks on
London during the Second World War.

ii.  Critically delineate the work of the Imperial War Museum to ensure

its long-term continuance after the Second World War.

V. Assess the components that constitute a crisis to differentiate crisis
situations at the Imperial War Museum from non-crisis situations.
I.  Ascertain what literature on the concept of crisis states to be the

theoretical and practical requirements for a crisis situation.



Contrast bona fide crisis situations with other forms of challenging
situations which do not possess sufficient crisis components.
Distinguish between the crisis-conducive situations faced by the

Imperial War Museum and its non-crisis situations.

V. Gauge how crisis impacted the Imperial War Museum to determine the

ramifications that museums can experience when confronting crisis.

Ascertain what literature on the concept of crisis states to be the
differing characteristics exhibited by different kinds of crisis.
Identify the kinds of crisis-conducive situations faced by the
Imperial War Museum, and determine if their impact conformed to
the effects previously theorised for different the kinds of crisis.

Assess the effects of these different kinds of crisis on museums.

VI. Gauge how the Imperial War Museum responded to crisis to conceive

cogent strategies with which crises can be managed by museums.

Ascertain what literature on the concept of crisis states to be the
necessary resolutions to different kinds of crisis.

Translate these resolutions into crisis management strategies.
Identify the crisis management strategies engaged by the Imperial
War Museum to resolve the crises it faced, and determine if these
crisis management strategies conformed to the crisis management

strategies previously theorised for the different kinds of crisis.

1.2 Situating the Thesis

The museum considered over the coming chapters is the national museum of the

United Kingdom on war and armed conflict. Until now, the history concerning

this museum during the Second World War has been under-represented in

academic study. The extant historiography comprises only a few works which

briefly consider the subject. This is surprising as 1939-1945 were years wherein



the museum assumed an alternative paradigm with subsequent, lasting
consequences. Conceived as the National War Museum at the height of the First
World War, it eventually opened in 1920. This occurred after the organisers
replaced the word ‘National’ with ‘Imperial’, establishing the museum as the
Imperial War Museum. In 2011, the museum underwent another renaming from
Imperial War Museum to IWM: an acronym for Imperial War Museums (IWM
2011a: p. 1). That decision acknowledged its now multi-sited nature, as between
1969 and 2002, the museum acquired four additional satellite sites.

At present, IWM comprises five museums and heritage attractions.
Through these, it aspires to be ‘a global authority on conflict and its impact on
people’s lives’, and ‘a leader in developing and communicating a deeper
understanding of the causes, course and consequences of war’ (IWM 2020: p. 4)
involving the United Kingdom, British Empire and the Commonwealth since
1914 (Jaeger 2020: p. 227). The oldest site is IWM London, Southwark, its
primary museum on war and armed conflict (IWM n.y.a). The second major site
is IWM Duxford, south Cambridgeshire, an aviation-orientated museum and
preserved First World War, Second World War and Cold War military airfield
(IWM n.y.b). This site also serves as the museum’s large object store, enabling
the collection of aircraft, vehicles and other large and heavy matériel for which
the museum has become famous (Cornish 2012: p. 161). The third major site is
IWM North, Salford, an audio-visual-heavy museum and interpretation centre
(IWM n.y.c). Alongside these main sites are two other London-based heritage
attractions. They are the Churchill War Rooms, City of Westminster, comprising
the preserved Second World War Cabinet War Rooms and Churchill Museum
(IWM n.y.d); and HMS Belfast, moored in the Pool of London on the River
Thames, a preserved Second World War and Cold War warship (IWM n.y.e).

This development is the product of a previous change in ethos at the
museum, change that can be traced back to the turbulent events which arose
during the Second World War. Indeed, the museum which exists today only

does so because, as will be argued herein, internal and external challenges and



pressures, brought about over 1939-1945, catalysed the need for a new raison
d’étre and rationale, prompting questions addressed by the coming chapters
about the propensity of museums to overcome challenging situations, or crises.

The reason that the Imperial War Museum has been selected as the focus
throughout this thesis is because the museum provides an opportunity to
understand the concept of crisis, whether different types of crisis situation can
be associated with different states that museums find themselves in, indeed any
organisation, and the interplay between crisis types and museums. Moreover,
and equally importantly, studying the Imperial War Museum helps differentiate
between difficult situations which could represent a crisis and those difficult
situations which could not. The ability to draw this distinction not only deepens
the understanding of the concept, but also helps direct its application.

This thesis considers various challenging situations faced by the Imperial
War Museum over the Second World War. The first was the need to maintain
what has been framed as a civic service. This involved finding a role in service
of civil society, fulfilling its wants, needs and interests when the conflict
disrupted routine operations. The second was the tangible effects of the conflict,
specifically the German aerial attacks on London via the Blitz campaigns, ‘tip
and run’ raids and V-weapon launches. These attacks caused substantial damage
across London, including to the Imperial War Museum. One post-war report on
the bomb damage sustained by the national museums singled out the Imperial
War Museum for its unparalleled damage compared with neighbouring
institutions (Standing Commission on Museums and Galleries 1948: p. 17). And
the third was the new social and cultural context that the conflict ushered in,
creating a situation for which the Imperial War Museum had never been
intended. Until the Second World War, the First World War, or the Great War,
had been popularly understood as the ‘war to end all war’: a sentiment
associated with Woodrow Wilson, but which originates from a thesis conceived
by H. G. Wells in his 1914 book The War That Will End War (Budgen 2018).

The Imperial War Museum was founded and operated on this assumption over



its first 22 years. But the Second World War nullified that understanding,

forcing the museum to confront a future of uncertainty.

1.3 Thesis Research, Approach and Motivation

1.3.1 Conceptual strand

In investigating the capability of museums at managing crises, this thesis takes a
deliberately broad view over the concept. It therefore considers crisis and crisis
management from different angles. Moreover, it considers concepts that feed
into the discourse and understanding of crisis management, including qualities
required of a museum undertaking crisis management, and strategies which can
be deployed to achieve this. As such, this thesis not only considers crises
emerging from structural or systemic degradation, but also societal change. The
Imperial War Museum during the Second World War is an ideal case study with
which to investigate these variances in crisis. As discussed, on one hand, it
experienced threats from German aerial attacks against London. On another, it
experienced the threat of becoming irrelevant in the post-war era if it did not
reinvent itself conceptually and take into consideration the Second World War.
These have been considered over six case study chapters.

During each chapter, a different concept is analysed and examined against
to examples from the case study alongside previously introduced concepts.
Concepts in historical organisational research are valuable academic tools. This
Is because they support the conception of connections, relationships and greater
meaning between different events (Maclean, Harvey and Clegg 2016: p. 624).
Indeed, the concept of crisis points out ways in which various difficulties at the
Imperial War Museum cohere to form a critical existential phenomenon and
help ascertain the phenomenon’s significance. Accordingly, concepts help
formalise the interpretation of information derived from primary sources. They
also profile the working assumptions made about this information by the
researcher during the research process (Fulbrook 2002). The two main

conceptual lenses deployed herein, alongside others, are focussed on analysing



crisis and reinvention. Through using these, a case is made that the Imperial War
Museum during the Second World War era was confronted with systemic crisis
which the institution had to manage its way out of, or away from.

It is an inevitability that museums will at some point in their existence
encounter a challenging situation to their continuance, both those possessing
defensive and revolutionary qualities (Gurian 1995a: p. 17). For some, the
challenging situation will result in the museum closing. For others, however, the
challenging situation is overcome. Whether a museum experiences the first or
second outcome may greatly depend on the approach taken to their management.
It remains the proposition of this thesis, therefore, that museums will prevail or
fail based on several considerations. The first is their readiness to overcome
adversity. In this context, readiness means the wherewithal to overcome and
survive challenging situations. The wherewithal could comprise the
development of strong and sturdy physical infrastructure and hard assets. But it
could also comprise a diverse, and highly qualified and creative workforce, and
strong, supportive organisational culture. By being ready for adversity, museums
will be ready for challenging situations, essential if they are to survive. The
second is the ability to adjust as and when required. In this context, to adjust
means to modify when the prevailing paradigm no longer suits the prevailing
environment. No social system inhabits a protracted period of stasis, even if day-
to-day life creates this perception. In stable societies, change occurs after several
generations (Van Wart 1995: p. 429). Museums must be attuned to this, being as
they are followers of trends of the social system (Black 2021a: p. 3). Not doing

so risks a museum being left behind by society and rendered irrelevant.

1.3.2 Historical strand

This thesis considers the activities of the Imperial War Museum during the
Second World War era. As will be shown, the Second World War was an
important period in the museum’s overall development. Moreover, the case is

yet to attract sustained critical attention of museum historians and staff. This



raises questions over whether IWM today fully understands itself in both
historical and contemporary contexts. The current extent of the scholarship
likely stems from multiple reasons, though one notable possible contributing
factor is that few photographs exist of the museum during the Second World
War and immediate post-war eras, a feature formerly identified by Sue Malvern
(2000: p. 194). As Leonie Hannan and Sarah Longair (2017: p. 45) comment,
visual material culture can be influential in stimulating historical enquiry. This is
especially the case when no prior impetus for any research project exists. In
view of that, the limited extant visual evidence illustrating the activities of the
Imperial War Museum during the Second World War era may have caused an
oversight of the museum’s wartime history. It may also have fuelled anecdotal
misperceptions received about the museum’s inertia over the conflict.

Whatever the reason/s for the limited scholarship on the Imperial War
Museum during the Second World War, it has fostered contestable perspectives
amongst interested parties that has proceeded to mythologise the museum’s
historical existence with potential ramifications on contemporary understanding.
One example, as will be shown, is the proliferation of the narrative told by
Noble Frankland, the museum’s Director-General from 1960 until 1982. Over
two publications, Frankland (1995: p. 127; 1998: pp. 163-164) portrays the
museum as having lost its purpose during the Second World War at the hand of
an ineffectual Director-General who was more content with winding up the
museum than working for its lasting continuance. With no other commentary
available, this narrative has been recounted by employees during their own
publications on the museum (Charman 2008: pp. 104-105; Taylor 2009: pp. 55-
56). Such situations are clearly undesirable for museums, indeed any formal
organisation, for they do little more than strengthen the myth and legend that
exists to the detriment of knowledge with greater basis in fact (Gabriel 2000).

This thesis remedies a perceived lack of understanding about the Imperial
War Museum over the years spanning 1933-1950, particularly 1939-1946. It
does so by researching what John Tosh (2002: p. 38) calls the museum’s



‘historical process’. This was the critical development from a museum on the
‘war to end all war’ to a museum on both the First World War and the Second
World War while fending off the effects of aerial attacks on London and
maintaining a civic service. The thesis’ argument therefore is that the form IWM
today assumes derives from decisions and actions taken there to ensure it
overcame challenging situations posed by the Second World War. Specifically,
the thesis posits that the museum, which reopened to the public following the
Second World War, had evolved from the one which closed at the conflict’s
start. It shows that the course followed on reopening was set towards fulfilling a

totally different mission from the one originally set out on at establishment.

1.4 Thesis Structure

The aims and objectives of this thesis are met over nine chapters: three
background chapters and six case study chapters, not including the current
chapter or the conclusion. Chapters two, three and four provide contextual
information on which the case study analysis is built. Chapter two, the first
background chapter, considers the research that has already been conducted on
or touches the Imperial War Museum before, during and after the Second World
War and the concept of crisis in relation to museums. This includes published
academic literature such as monographs, book chapters and journal articles, and
unpublished literature such as doctoral theses and master’s dissertations. It then
locates this thesis in the received wisdom conveyed by that body of literature
and highlights the study’s original contribution to knowledge. The chapter also
explores the extent that museum history has been treated in prevailing museum
studies literature and the professional sector. Through doing so, it reviews the
major development in museum historiography from the past 30 years and to
what extent it has influenced the literature on the history of the Imperial War
Museum. Chapter three shows how what was believed to be discoverable about
the case became known. It does so by considering the positionality adopted

when conducting the research, the methods that went into conducting the



research, and the execution of the research. And chapter four introduces the
concepts used in the thesis: institutions, organisations and museums; crisis, and
crisis management; resilience; and reinvention. This is a particularly important
chapter as it analyses the conceptual foundations which inform the case study.

Chapters five through ten present the case study proper. Chapter five, the
first case study chapter, explores the Imperial War Museum as an institution,
organisation and museum. It does this to contextualise the case, the Imperial
War Museum, at the centre of the study and on which crisis is investigated. The
chapter demonstrates that the Imperial War Museum possessed institutional,
organisational and museological components consistent with institutions,
organisations and museums today, demonstrating the case’s relevance.

Chapter six explores the work carried out by the Imperial War Museum to
maintain a civic service during the Second World War. It focuses on both the
public facing and non-public facing activities which went on to comprise this.
As a result, the chapter further develops the understanding of the concept of
crisis by showing that not all difficult situations necessarily conform to it.

Chapters seven and eight explore two crisis situations raised in this thesis.
Chapter seven does this by exploring the effects of German aerial attacks against
London on the Imperial War Museum. It demonstrates how crises deriving from
tangible conditions via events, which cause superficial impact, need to be
defended against. Chapter eight, by contrast, does this by exploring the effects
of the Second World War on the pre-1939 raison d’étre and rationale of the
Imperial War Museum. It demonstrates how crises deriving from intangible
conditions via value shifts in the social system, which cause impact under the
surface, need to be resolved through accepting revolutionary structural changes
that bring about recoherence between a museum and society.

Finally, chapters nine and ten zoom in on the revolutionary crisis profiled
during chapter eight and explore reinvention as an approach for managing such
situations. They demonstrate that the reinvention of a museum requires a two-

stage process. The first involves reconceiving the museum’s raison d’étre and
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rationale. Chapter nine covers this by exploring work that was undertaken to
reconceive the raison d’étre and rationale of the Imperial War Museum in line
with the new social, cultural and political landscape arising from the Second
World War. The second stage involves aligning the museum’s heterogeneous
components accordingly. Chapter ten covers this by exploring work of the
Imperial War Museum to realise its new raison d’étre and rationale, focussing
on acquiring Second World War-related collection items and space.

1.5 Chosen Referencing System

Having been conceived foremostly as a ‘museum study’, this thesis follows the
spirit of the field’s academic conventions. In particular, it employs the Harvard
author-date referencing system considered standard for such research projects,
specifically the variation developed by Coventry University (2017). This poses
challenges to the referencing of archival material however, as the Harvard
system is too restrictive for use against sources with diverse bibliographical
qualities. Gaynor Kavanagh (1994: p. 6) encountered a similar situation when
writing her monograph Museums and the First World War: A Social History.
She writes that ‘In Britain, historians rarely use it’ (ibid.), a situation which
remains the case. Inspired by Kavanagh’s approach to overcoming this
difficulty, the referencing system used is a conflation of the Coventry Harvard
system and numerated footnote system of the Modern Humanities Research
Association (2013). As such, all publications and unpublished dissertations and
theses consulted have been cited in the main text. Full references to these works
are then presented at the end in a bibliography. Archival sources, by contrast,
have been fully referenced from the beginning using numerated footnotes. A list
of accession numbers for the archival files consulted heads up the bibliography.

1.6 Use of Acronyms

It should be noted that even before 2011 the Imperial War Museum was often
known and referred to as ‘the IWM’. This acronym is omnipresent throughout
the supporting archival sources cited herein. To try and avoid any confusion that
may arise from this therefore, the use of acronyms has been avoided in the main
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text unless on the following two occasions: firstly, where they are directly
quoted from a source, and secondly, where the name of an entity is officially
represented by one. Consequently, the acronym IWM when used outside

quotation marks concerns the museum from 2011 onwards.

1.7 Chapter Conclusion
To summarise, this historical museum study explores the Imperial War Museum
during the Second World War and the years either side: a study of institutional
endurance, from which many lessons can be derived and applied in the present
context. Presented over nine chapters concerning issues framed around crisis
management and reinvention, it investigates the historical process through which
the museum transformed over 1939-1946 from a museum on the ‘war to end all
war’ to a museum on both the First World War and the Second World War. In
doing so, the study reveals possibilities and options for museums today facing
hostile conditions or major change in their constituencies or constituents’ needs.

The study brings sharply into focus the adaptability of museums generally
when faced with critical situations and/or operationally difficult environments. It
comprises what Tosh (2002: p. 30) calls a ‘knowledge bank’, presenting various
possibilities and options derived from the experience of the Imperial War
Museum during the Second World War and surrounding years which
contemporary policy makers can draw on when planning for critical difficulty
(Douglas 2013: p. 469). The findings exemplify an organisation’s ability, or
rather that of the staff, to evaluate the situation being confronted and, in
response, implement appropriate mitigating strategies. Together, these can
secure a museum’s both short-term and long-term survival. By focussing on the
Imperial War Museum during the Second World War and surrounding years, the
research reveals the resilience and creativity emanating from museums operating
in operationally difficult environments. It also demonstrates how such resilience
and creativity might manifest through such an organisation’s actions.

In the next chapter, this thesis sets out the existing literature on the topics
concerning it, to assess the breadth and depth at which they address the issues.

12



Chapter 2 Literature Review

2.1 Chapter Introduction

As set out in chapter one, | consider over following chapters how crises disrupt
museums and the contrasting defensive and revolutionary strategies which
museums must adopt when mitigating crisis situations. This topic is addressed
through a historical study on the Imperial War Museum during the Second
World War era. The first task | undertook towards it involved discovering the
existing knowledge concerning the constituent subject strands. This involved
carrying out a review of the prevailing literature on the extent and writing of
museum history, the early- and mid-history of the Imperial War Museum, and
museums and crisis, which subsequently guided the research’s purview. Doing
so from the outset helped identify trends and gaps in the existing knowledge.
These findings subsequently went on to help inform the thesis’ purview and the
approach towards accomplishing its aims. The current chapter presents the key
points from those findings and reveals how the themes have evolved over the
years as different authors engaged with them. Through undertaking the above,
the chapter helps address aim one, objectives one through three; aim two,
objectives one through three; aim four, objective one; aim five, objective one;
and aim six, objective one of this study (see chapter one, section 1.1).

This chapter explores the above over four substantive sections. The first
section (2.2) reviews literature on museum history. Specifically, it explores the
views of museologists, museum professionals and practitioner-researchers on
museum history, particularly its value and importance. With those findings in
mind, the second substantive section (2.3) reviews the historical literature on the
Imperial War Museum. It undertakes this survey to understand the focus of the
constituent pieces and the various critical interests which their authors have
conveyed. These different historiographic approaches return the chapter to
literature on museum history, with the third substantive section (2.4) considering

how museum historiography has developed. It explores the dominant approach

13



In museum history — effective history, conceived by museum historian and
museologist Eilean Hooper-Greenhill — ascertaining the impact this approach
has had over the previously discussed literature about the Imperial War
Museum, and its appropriateness for the present thesis. Ending with this thesis’
own critical thrust, the fourth substantive section (2.5) reviews the literature on
museums and crisis. As with the second section, it seeks to understand the focus

of the constituent pieces and the critical interests which their authors convey.

2.2 Museum History
Museums are written about by all sorts of people. These include the
professionals who work in them, the academics who study them, the politicians
who use them as keystones for policy, the polemicists who stoke up debate on
issues connected with them, and the advocates who believe society can be
bettered through them. Occasionally, people will undertake this from multiple
positionalities (Mason 2019: pp. 12-13). In writing about museums, authors
bring to bear their own unique axiologies. They also focus on the museal
elements that interest them the most. Common discussion points featured in the
completed writings about museums include, but are not limited to, what a
museum is and is for, and the raison d’étre and rationale of individual museums
under consideration. Museums, therefore, are powerful constructs. Accordingly,
they garner interest from people who seek to understand the potential of that
power, or who seek to draw on it towards their own ends. Museum history is just
one conduit for this interest. From different vantage points, historians who study
museums seek to show how society has developed, harnessed and interacted
with them. This can be accomplished through institutional, object and staff
biographies, studies of museums in societal change, and writings about relevant
governmental policy, public ideas and debate (ibid.: p. 15).

Museum history is an established research area in museum studies. This
can be illustrated by the many contributions to Museum History Journal and the

Journal of the History of Collections, and the establishment of academic groups
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such as the Museums and Galleries History Group. It has been a research area
long before museum studies, or critical museology, had even matured into a
defined field (Lorente 2012: p. 238; see, for example, Murray 1904; Bazin 1959;
Alexander 1983). Through studying museum history, researchers can explore
how institutions, the museum profession and the sector more broadly have
developed. A benefit of this is that it gives museum practitioners and institutions
a chance to ““know thyself” in important ways’, as museum historian Kate Hill
(2017), the current Museums and Galleries History Group chair, explains. Yet
curiously, engagement in historical research on institutions, the museum
profession and the sector has been something which museum practitioners have
appeared reluctant to do. The publication of The Responsive Museum: Working
with Audiences in the Twenty-first Century is a good case in point. Written and
edited by various museum practitioners and allied professionals, this
compendium sets out to ‘make [...] meaning from the complex and ever-
evolving and changing relationship between museums and their audiences’
(Lang, Reeve and Woollard 2006: p. xvii). But through doing so, the book
focuses almost exclusively on the then present context, with only the briefest of
glances at historical development in the museum sector thitherto. While a firm
historical grounding was understandably not what the volume editors had
envisaged for this work, it nonetheless, as reviewer and museologist Graham
Black (2007: p. 129) argues, limits the book’s practical life and weakens the key
points made therein by the contributors. After all, being left deprived of
historical context not only reduces the potential for more lasting significance,
but also fails to show why the issues under consideration are significant.

This prompts two questions about museum history. The first revolves
around why the museum profession might be reluctant to engage with it more
readily. One plausible answer has arisen from a round table discussion,
involving museum researchers, practitioners and practitioner-researchers,
chaired by Hill in 2016. The general consensus, conveyed through Hill’s (2017)

writeup of the proceedings, is that museums today are fixated on their present
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and future contexts. This, her write-up continues, occurs through conditioning,
driven by both organisational amnesia and concern for a public backlash, were
museums seen to focus on anything other than their onward progress (ibid.).

Similar charges have subsequently been levelled by museum historian
Catherine Pearson (2017). In a two-pronged attack, she accuses the profession
today of being overly obsessed about the future course of the sector, while being
overly concerned about its historical course ‘for fear of having to acknowledge
past mistakes’ (ibid.: p. 258). This is certainly the perception obtained from
anecdotal conversations with some curators employed by the Imperial War
Museum, who expressed embarrassment with their institution’s early practices.
That museum practitioners have entered a chronic state of hyper-reflexivity over
their profession has been attributed by museologist Andrea Witcomb (2003) to
the negative critiques directed towards museums during the 1970s, 1980s and
1990s. In avant-garde circles, she explains, they have been viewed as being
‘backwards looking’, representing the ‘values and interests of the dominant
elite’ (ibid.: p. 8). In post-modernist circles, by contrast, they have been likened
to structures of ‘capitalism or class interests [...], imperialism and colonialism
[...], and the harmful representation of women’ (ibid.: p. 9).

The second question revolves around what ramifications this apparent
disinterest poses institutions, the profession and sector. According to Witcomb,
in the Western world, the answer can be found through the frequently
encountered negative internal conceptions of their development. Often, she
continues, institutions have become preoccupied with their hegemonic pasts, for
which reinvention is presented as the only solution (ibid.: pp. 9-10). This
persists despite plentiful historical evidence of historically progressive practices.
Interestingly, such ideas have also been conveyed by art critic Brian O’Doherty
(1972: p. 2) who, 30 years prior, wrote that ‘museums, deprived of the
confidence in their history that guides institutions as they move into the future,

are having difficulty in taking bearings on their present condition’.
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Work undertaken by museums across the United Kingdom during the
Second World War provides a good example of where historically progressive
practices are effaced from museum history. Following recent research on the
subject, Pearson (2017: p. 259) concludes that: ‘In [...] [the Second World
War], curators responded [...] by actively using a wide range of collections and
by linking objects to current issues that connected with people’s lives’. But
before this research was conducted, the received wisdom on museum experience
across the United Kingdom during the Second World War came across quite
differently. Museum historian and museologist Gaynor Kavanagh, for example,
writes that the Second World War years were years where ‘few significant
museum developments’ occurred (1990: p. 32) despite there being various
‘promising’ professional developments during the 1930s (1994: p. 166). This is
concurred with by museum historian Robert Richardson (1995: p. 92), who
writes that ‘the Second World War prevented [...] [those professional
developments] from being a spur towards initiatives’. Taking a slightly different
line, museum historian and museologist Eilean Hooper-Greenhill (1991: p. 61)
writes that ‘the devastating effects of two world wars on staff recruitment and
availability, and on continuity of work, and at crucial moments a failure of
vision, nerves and consensus, have taken their toll from the achievements of
museums’. This is concurred with by museum practitioners P. Brears and S.
Davies (1989: pp. 116-117), who write that ‘The Second World War retarded
museum development in this country by between 10 and 20 years. [...] After the
war most museums struggled to pick up the momentum which they had lost in
1939°. Such underthought representations of historical museum practice risk
condemning the museum profession to postures where management decisions
concerning a museum’s situation in the present context are made defensively,

rather than proactively (Witcomb 2003: p. 77; Pearson 2017: p. 258).
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2.3 Literature on the Imperial War Museum
2.3.1 Contextualising the literature
The academic literature on the history of the Imperial War Museum represents a
burgeoning body. As with more general museum history from the United
Kingdom however, its coverage is patchy. Representation of the foundational
and more recent years far outstrip the Second World War and immediate post-
war years. In line with the above discussion on the benefit that can be derived
from museum history, this is problematic. The imbalance does not just prohibit a
fair and nuanced historical discourse about the development of the Imperial War
Museum, it also limits understanding about important decisions and practices
that emerged during this time which continue to impact the institution today.
Since 1985, some 25 historically oriented studies have been produced
about the Imperial War Museum — including unpublished master’s and doctoral
research dissertations and theses, and any publications resulting from them —
concerned entirely with, or which possess significant sections on, the institution
and its first 33 years from 1917 until 1950. These come in three waves,
generating a body of knowledge about the museum itself and the issues and
ideas connected with it. The first comprises the 1980s-1990s wave, the second
comprises the 2000s wave, and the third comprises the 2010s wave. The term
historically oriented represents all the academic works on this subject rooted in

historical enquiry, not solely related to conventional histories.

2.3.2 The first wave, 1985-1999

Early historical writings on museums are often undertaken by individuals with
connections to them. They could be directors, other staff members, or
stakeholders who have interest in their existence. The first wave on the Imperial
War Museum is a good example of this. Alongside academic studies by
independent researchers Gaynor Kavanagh (1988; 1994) and Susanne Brandt
(1994), it comprises academic studies by Diana Condell (1985), a curator at the
institution, and an amateur study by Robert Miller (1999), a volunteer guide
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there. Each consider the circumstances surrounding the institution’s
establishment and early development. Of all the works comprising the overall
historiography, these are the ones that most closely represent conventional
history, which Elizabeth Deeds Ermarth (2007: p. 51) describes as a ‘gathering
and collation of information or “facts”, the reference to actions of “individuals”,
and reliance of productive causality as an explanatory mechanism’.

The elemental developmental history of the Imperial War Museum,
covering its inception in 1917, formal opening on 9 June 1920, and the
following formative years, originally came about through research undertaken
by Condell (1985) and Kavanagh (1988). Both show that the museum was born
from the ambition of several individuals — namely Alfred Mond, the First
Commissioner of Works; Charles ffoulkes, Curator of the Tower Armouries (see
ffoulkes 1939); and lan Malcom, a backbench Conservative Member of
Parliament — with interest in commemorating the country’s war dead. They also
emphasise that the institution’s establishment and lasting continuance occurred
against widespread hostility in political and civic quarters towards the initiative.

Interestingly, this is, by Kavanagh’s (1994: p. 7) own admission, despite
their marked differences of approach. Condell’s (1985) research, for example,
pays greater granular attention than Kavanagh’s (1988) to the political twists
and turns in the development undergone by the Imperial War Museum. She is
also deliberately measured when addressing criticism surrounding the institution
(Condell 1985), and protective of the institution’s raison d’étre and rationale in
the modern context (Condell 2002), not that Kavanagh (1988; 1994) comes
across adversarial or unsympathetic. The first difference can be explained on
account of Condell’s (1985) work being much more extensive than Kavanagh’s
(1988). The second is posited on account of her employment at the museum.

This elemental history is developed by Brandt (1994) and Miller (1999),
who both place Condell (1985) and Kavanagh’s (1988) research in greater
context. Miller (1999) enriches the existing narrative by focussing on the role of

four key individuals central to the early Imperial War Museum. He does it with
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a notable flair for circumstantial detail, which is woven throughout. Brandt
(1994) synthesises the existing narrative with other narratives about the French
Bibliographie et Museée de la Guerre and German Weltkriegsbuicherei. She does
this towards a study on early European twentieth century museological
representations of war. In doing so, Brandt produces the first ever comparative
study involving the Imperial War Museum, showing how its development

compared with the other institutions featured during the study.

2.3.3 The second wave, 2000-2008
The second wave represents the beginnings of a step-change in the interest
maintained by the scholarly community undertaking research on the history of
the Imperial War Museum. It marks the point when the broader historiography
begins to develop and sophisticate the commentary around the institution. As
with the first wave, this second wave comprises studies by both independent
researchers and staff employed at the institution. They include Sue Malvern
(2000), an independent researcher; Roger Smither and David Walsh (2000),
curators at the institution; Steven Cooke and Lloyd Jenkins (2001), independent
researchers; Diana Condell (2002) as above; N. J. McCamley (2003), an
independent researcher; Paul Cornish (2004), a curator at the institution; and
Terry Charman (2008), a historian at the institution. The works can be
segmented into two distinct categories, with independent researchers and staff
occupying both. One is a conventional approach akin to the first wave. The other
Is a more critical approach where the history of the Imperial War Museum
comprises the conduit for themes, concepts or ideas. Put another way, the
institution’s history becomes the means to an end, not the end itself. That it
expands the history of Imperial War Museum is a secondary outcome.

The first category is occupied by Smither and Walsh (2000), Condell
(2002), McCamley (2003) and Charman (2008). These researchers focus their
attention on particular individuals, events and themes surrounding the Imperial

War Museum, expanding the narrative produced by Condell (1985), Kavanagh
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(1988), Brandt (1994) and Miller (1999) in the process. Smither and Walsh
(2000) research the work of Edward Foxen Cooper, the film advisor during the
interwar years to the Imperial War Museum. Condell (2002) researches the
institution’s historical development, augmenting salient points from her 1985
study with new, if limited, findings on the institution’s Second World War and
post-war years as well as the years of the late twentieth and early twenty-first
centuries. McCamley (2003) researches the work by the London national
museums, including the Imperial War Museum, to protect their collections and
premises from aerial attack during the Second World War. It should be noted,
however, that this study requires careful reading, as certain facts presented by
McCamley regarding the Imperial War Museum are either disprovable or
unverifiable in the archive. And Charman (2008) researches the historical
development of the Imperial War Museum along similar lines to Condell (2002).
Notwithstanding McCamley’s (2003) inaccuracies, each aforementioned study
possess value. The most relevant to this project however was the one produced
by Charman (2008), who pitches the Second World War as the catalyst for
institutional decline, which only reversed following a change in leadership there
during 1960 (see Frankland 1998, a major source for Charman 2008). This is
significant, because it reveals the origins of the negative attitudes mentioned
above at the Imperial War Museum about the museum’s Second World War and
post-war history. It also spurred other staff to share similar views, such as James
Taylor (2009), the then Head of Research and Information, who directly
references Charman’s (2008) findings in his own publication on the museum.
This leaves Malvern (2000), Cooke and Jenkins (2001) and Cornish
(2004) who occupy the second, more critically oriented category. Malvern
(2000) uses the history of the Imperial War Museum to explore basic
museological concepts such as display and representation through art and
artefacts. She reveals the way in which the institution interpreted war and armed
conflict from 1920 until the 1950s, showing how it tracked public perception
towards the First World War. These issues and ideas are later developed by
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Cornish (2004), who researches the way that the perceived social dimensions of
objects were applied in interpreting war and armed conflict at the Imperial War
Museum during the interwar years. Similarly to Malvern (2000), he shows how
these perceptions evolved and were replaced, one example being the toning
down at the institution in offering, what Nicholas J. Saunders (2001: p. 479)
calls, ‘a national focus for the commemorative materiality of war-related
objects’ as interwar pacifism reached its zenith. Cooke and Jenkins (2001)
research urban regeneration through the transfer of the Imperial War Museum to
the former Bethlem Royal Hospital building, Southwark, during the 1930s. They
reveal the discourse around its removal and show that the potential which
museums have for improving built-up environments was recognised long before
policy saw artists and cultural organisations take a lead on regeneration in the
1970s (Garcia 2004). While what Cooke and Jenkins (2001) cover is interesting,
Malvern (2000) and Cornish’s (2004) research bore most relevance to this study.
Together, they offer perspectives on the institution’s transforming mentality
around its raison d’étre and rationale as conveyed through their public facing

work, which hitherto had been missing from the historiography.

2.3.4 The third wave, 2011-2017

The third and most recent wave represents another advancement in the research
carried out on the history of the Imperial War Museum. The studies emerging
over this period indicate a golden age for critique on the institution. This derives
in part from IWM being awarded Independent Research Organisation status by
the Arts and Humanities Research Council, providing the institution with the
wherewithal to commission several of the research outputs discussed below
(IWM 2011b: p. 3). The wave includes work by Debbie Whittaker (2010), an
independent researcher; Paul Cornish (2012) as above; Alyson Mercer (2013;
2015), an independent researcher; Jennifer Wellington (2013; 2017), an
independent researcher; Rachel Gifford (2015), an independent researcher; Alys
Cundy (2015a; 2015b; 2017a; 2017b; 2017c), a researcher part-supported by the
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institution; and Alexandra Fae Walton (2017), a curator at the institution. All bar
one of the researchers here commenced their research while undertaking
postgraduate study. Two were master’s students; four were doctoral students.
This means that the label of golden age can also be applied to the interest that
postgraduate researchers have paid the museum’s history. Moreover, it is noted
that Mercer (2013; 2015), Cundy (2015a; 2015b; 2017a; 2017b; 2017c) and | are
all postgraduate alumni of the same department at Newcastle University.

The third wave is notable for its close attention to matters of collection
and display at the Imperial War Museum, unlike the first wave which focusses
on broader institutional matters and the second wave which has no particular
focus. The most important contributions in this regard are made by Wellington
(2013) and Cundy (2015a). Their research offers rich and conceptually rooted
analyses of the collecting and display practices by Imperial War Museum. Both
commence their investigations at the institution’s inception during 1917.
Wellington’s (2013) research forms part of a broader multi-institutional study
including the Australian War Memorial and Canadian War Museum. This means
she ends her study in the interwar years. Overall, Wellington covers much the
same ground as Condell (1985) and Kavanagh (1988). Her approach, however,
Is more aligned with Malvern (2000) in that it draws on concepts to explain her
interpretations. Cundy’s (2015a) research concentrates solely on the Imperial
War Museum. She therefore extends her investigation to the twenty-first
century, including the interwar years, Second World War, post-war years and
latter twentieth century. Again, Cundy covers much the same ground as Condell
(1985; 2002), Kavanagh (1988) and Charman (2008), but in more detail,
particularly for the post-war, late twentieth and early twenty-first century. In line
with Wellington (2013), her approach is akin to Malvern’s (2000). When read
alongside the research undertaken by Cornish (2012), who explores the
collection and representation of large and ephemeral objects, Mercer (2013),

who explores the collection and representation of women’s war work, and
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Walton (2017), who explores the collection and representation of prints at the
institution, both bring the practices of Imperial War Museum into relief.

The two outliers from this wave are Whittaker (2010) and Gifford (2015),
who pursue more conventional histories. Gifford’s (2015) comparative study on
the foundation of the Imperial War Museum, the French Bibliographie et Musée
de la Guerre and the American Liberty Memorial provides few fresh revelations
about the institution. Her narrative diverges seldom from that established by
Condell (1985) and Kavanagh (1988). Accordingly, the study comprises a
competent piece of supporting literature to received wisdom on the museum’s
establishment. Whittaker’s (2010) comparative study on the Imperial War
Museum and neighbouring National Gallery, Victoria and Albert Museum and
British Museum over 1939-1945, by contrast, comprises a ground-breaking
history of the activities of the Imperial War Museum during the Second World
War. This is a period in the institution’s existence which has received scant
attention, outwith minimal consideration by McCamley (2002) and passing
reference from Malvern (2000), Charman (2008) and Cundy (2015a). Whittaker
(2010) covers safeguarding measures, service provision and post-war planning
at the Imperial War Museum. She handles many of the issues and ideas raised
by other contributors here through strong historical and critical analysis.
Consequently, it has provided much needed orientation for this project where
other more advanced studies have been unable to. This clearly demonstrates the

valuable contribution master’s research can make in furthering knowledge.

2.4 Writing Museum History

The three waves of scholarship on the Imperial War Museum presented above
show a development in the analytical approach to its historically minded study.
Over the first wave, the institution was both the subject and object being
investigated. By the third wave however, the object had shifted to other
elements. This shift transpired not long after the development undergone by

broader museum history, which occurred at the same time as the first wave. It is
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important to understand what that development represents, and whether the
development impacted on the historiography of the Imperial War Museum.
During 1991, museum historian and museologist Hooper-Greenhill
proposed a new and radical approach to producing museum history. Presented in
her 1992 monograph Museums and the Shaping of Knowledge and drawing on
historiographical work pioneered by philosopher Michel Foucault (1970; 1974;
1977), this approach came about through detecting insufficient critical
engagement by the then prevailing museum historians with the inescapably
complicated system of ideas and processes that embody museums, or the
ramifications these ideas and processes have for people and practices connected
therewith. Rather, the so-called ‘normal histories’ that museum historians were
producing, she explains, comprised linear, processual narratives, which started
at point ‘A’ and finished at point ‘B’. They tended to be smooth, neat and tidy
affairs, with emphasis on the origin of a museum and determining how it
reached its contemporary state, rather than the specifics under discussion.
Awareness about this problem led Hooper-Greenhill (1992: p. 18) to
identify two kinds of normal museum history. The first comprises an ‘all-

999

encompassing “encyclopedic”” museum history. These tend to be chronological,
under-theorised descriptions of museum development, which have been written
to uphold pre-conceived narratives about a museum or museums. Their analyses,
while potentially quite detailed, are constrained by the limited linear purview.
Accordingly, much of what is written in these histories comprise unguestioning
assumptions about the museum or museums, or the conditions which enabled
them to develop along the lines that they did. The second comprises a museum
history through which ‘the slanting of the questioning of [...] contemporary
documents [...] has failed to remark on quite critical points made by the
documents themselves’ (ibid.: p. 21). These tend to be studies written by
practitioners who are somehow ‘enmeshed’ in the work or institution under
consideration, and therefore manage to yield bountiful primary sources for their

research. When interpreting that evidence however, the historian reads the
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primary sources from a particular angle, towards constructing a particular
narrative. This could be a narrative about a significant figure in a museum’s
history, such as a collector, director, or curator, or it could be a museal practice.

Through becoming aware of these ‘normal’ historical approaches to
museum history, Hooper-Greenhill puts forward what she conceives as an
‘effective’ alternative (ibid.: p. 11). Borrowing this term from Foucault’s
historiographical work, effective museum history supposedly rejects the
teleology that underpins normal museum history, instead focussing on causality
in museal development: ‘breaks and ruptures which signal abrupt endings and
painful new beginnings, violent change, and disruption’ (ibid.). Hooper-
Greenhill identifies three ingredients necessary when producing an effective
museum history. The first is establishing a rooting in some context or conceptual
framing for the history, involving all the internal and external elements that
make up the museum under investigation (ibid.: p. 20). Museum historian

Madhuparna Kumar (2006: p. 49) makes similar recommendations:

While, the history of museums requires an understanding of the internal
history of the institutions touching on the way these institutions had
evolved over time, how their administration became professionalised,
how exhibitions were planned and set up for public consumption, this
internal history needs to be situated against a larger backdrop in which

politics remains an important player.

Politics is indeed one tranche of elements that can be used to root a museum
history, but there are many more which might accompany those. Other possible
tranches could include the social, cultural, and economic elements, amongst
others. The second ingredient is a limited temporal purview. Hooper-Greenbhill
(1992: p. 20) argues that by focusing on clearly delineated boundaries in time, a
history can cover multiple contextual or conceptual elements as just discussed.

This is accomplished through focussing on one tranche, followed by another,
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and another. The greater the number considered, the more fulsome the history
will be. And the third and most complex ingredient is active guardedness against
artificially drawing conclusions which fall outwith the purview of the sources
available. When producing any history, it has become commonplace for
historians to purposely read historical evidence towards reaching some specific
critical conclusion, even if that conclusion’s exact shape and form remains
unknown at the research’s outset. Such critical conclusions could revolve
around, for example, an institution’s structuration, director, or museal practice,
amongst other possibilities, during some specific point in time. To Hooper-
Greenbhill, this raises problems for museum history because the historical
evidence available may not be easily conducive towards reaching a specific
critical conclusion. Her inference here, it appears, is that any points made
therein run the risk of presenting as forced or contrived. Instead, Hooper-
Greenhill argues that historical evidence should be read towards ascertaining the
context in which that structuration, director or practice under consideration
arose: all the factors, those internal and external elements, which impact on a
museum’s history. This context, she explains, could be ‘a particular range of
subject positions, or a particular set of technologies’ (ibid.: p. 21).

Theoretically, there are clear benefits from using this historiographic
approach. Its discontinuous, repetitive nature, for example, helps uncover
greater meaning from an institution under investigation, meaning that might not
be readily perceivable from analysing extant material in a single chronological
survey. It is not, however, an approach which can be easily applied. While
historians may easily conduct research over a limited temporal purview without
much difficulty, the ability to identify all the internal and external elements that
make up some museum, while analysing the primary sources conveying
information on them without slanting their questioning, is rarely if ever possible.

In the first instance, the care and preservation of organisational records by
individual museums remains unreliable. This is particularly the case with

smaller or less professionally run organisations (Pearson 2017: pp. 11, 259). As
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museum historian Claire Loughney (2006: p. 52) finds: ‘Over time sources are
lost or certain material has been selected for preservation, whilst other material
has been disposed of, leaving a biased sample’. The upshot of this is that a
museum historian may not be able to identify let alone analyse all the elements
available, as the necessary primary sources do not exist. In the second instance,
most historians approach research with some central question guiding their
thinking. Central questions help focus projects and ensure that the project
remains achievable. Without them, research risks becoming messy, undefined,
and potentially endless. As such, central questions are often prerequisites of
postgraduate research projects, the result being that certain elements will
inevitably require discounting from consideration because they are not relevant.
Hooper-Greenhill has herself been shown to fail to achieve an effective
museum history in the very book where she first set out the principles
underpinning this approach: Museums and the Shaping of Knowledge. Loughney
(2006: p. 53), for example, finds that ‘Hooper-Greenhill has decided not to
identify all the elements [in her case study], as she previously advised, but has
used her judgment to make the decision of focusing on a limited number of
elements’. Historian Randolph Starn (2005: p. 74), furthermore, finds that:
‘Despite the critique of teleological plotting in museum history, her book
culminates in a Whiggish teleology turned upside down’ — Whig history being a
historiographic approach which assumes a priori the inevitability of historical
progress towards social, cultural and political liberalism and enlightenment.
Despite the flaws perceived through Hooper-Greenhill’s articulation of
her approach, museum historians are ill-advised to reject the concept without
careful consideration first. This is because effective history should be viewed as
a metaphorical toolbox containing discursive and analytical tools. It should not
be viewed as a rigid, cohesive template. In conceiving and writing about
effective history, Hooper-Greenhill has challenged museum historians to rethink
how museum history should be produced. This means that it does not matter if

certain angles of the approach are contradictory or unachievable towards
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individual research projects. What is important is the way the approach makes
museum historians think about their work. Indeed, it has had success in this
regard. Following Hooper-Greenhill’s intervention, various museum histories
have been produced which deviate from normal historiographical approach (see,
for example, Loughney 2006; Mazel 2013; Message 2014; McCarthy 2018;
Mazel 2019). These are studies rooted in wider context intended to investigate
how the institutions at the centre of their inquiry became the institutions they
were. Moreover, the Museums and Galleries History Group (n.y.),
acknowledging that museum historians have begun moving ‘away from
narrative institutional histories’, held a conference during 2021 exploring
museums as networked entities. All this is the aim of effective history. That
research projects may be precluded for whatever reason from deploying
effective history in a puristic form poses no barrier to its successful application.
Strictly speaking, none of the above historical studies on the Imperial War
Museum meet the criteria articulated by Hooper-Greenhill (1992) for effective
museum history. None have been written discontinuously, where limited
temporal purviews are repeatedly analysed using different analytical lenses.
Instead, they offer single chronological sweeps of some defined period from the
museum’s history. Moreover, none claim nor appear to offer an analysis
involving all its internal and external elements, and each possess a slant on
which the history is constructed. Yet the impact of Hooper-Greenhill’s ideas can
be perceived therein. The literature in the third wave is critically superior to the
literature in the first, with Condell (1985) and Kavanagh’s (1988; 1994)
occurring before effective history was introduced in Museums and the Shaping
of Knowledge. Over the second and third waves, the authors started engaging
ever more directly with concepts that took the focus of the studies away from the
Imperial War Museum per se to issues and ideas for which the museum was
used as a host. Museological process assumed greater importance than historical
process. Consequently, it can be argued that Hooper-Greenhill’s fundamental

call to improve museum history, which was launched via her historiographical
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approach, has been heard by more recent historians of the Imperial War

Museum, intentionally or otherwise, just not in a way she originally envisaged.

2.5 Literature on Crisis and Museums

2.5.1 The principles of crisis

This project drew heavily on Hooper-Greenhill’s (1992) historiographical ideas
about ‘effective history’. Yet as with literature from the second and third waves
discussed above, it was not a project which, strictly speaking, managed to
implement the approach Hooper-Greenbhill articulated in the original publication.
That is because aside from possessing limited aims, the project’s investigation
centred around an explicit concept. Accordingly, the study necessitated some
interpretation of historical evidence. The concept which this study centred
around is crisis. As discussed above, through exploring the history of the
Imperial War Museum over the Second World War, it sought to obtain greater
understanding about how museums manage crisis-conducive situations. This
requires ascertaining what knowledge already exists on museums and crisis.
Before doing so, the concept of crisis requires some elucidation.

Crisis is a complex concept that has become semantically impoverished
through recurrent expansion in meaning over many years (Graf and Jarausch
2017: para. 1). Possessing antiquarian origins, its application has increased
significantly since the early twentieth century (Koselleck 2006: pp. 358-361,
397-400), with the worldwide Great Recession of 2007-2012 finally relegating
the term to an everyday word (Borghini 2015: pp. 325-326). But even during the
nineteenth century, people were bemoaning the word’s overuse, showing that
this issue has been developing for some considerable time (Glaesser 2003: p.
11). Notwithstanding specific technical usage in economics, medicine and
psychology (Graf and Jarausch 2017: para. 3), today crisis is often raised during
mediatic and academic discourse as a byword for negative and often complex
social, economic and political situations (Ravail 2016: para. 2). Prompted by the

expression’s omnipresence and facilitated by its powerful rhetoric yet semantic
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ambiguity, people exploit the term’s ability to animate and cohere disparate
events. Crisis has become a word that, with little thought, can spice up dull or
dry narratives, increasing the intrigue in them (Graf and Jarausch 2017: para. 1).

The potential contemporary overuse of crisis in mediatic and academic
discourse suggests to some that the idea should be avoided as a framing concept
(ibid.: para. 38). This perception is not helped by the prospect that the historical
and social context around its use has left any attempt at reclaiming some original
meaning difficult to do, if not impossible (Borghini 2015: pp. 342). But
abandoning the idea completely in academic work would be short-sighted.
Firstly, its origins and technical uses still point towards the idea being a useful
concept for the humanities and social sciences that can help researchers analyse
critical situations effecting systems. And secondly, where theorised and utilised
accordingly, the concept can help researchers reveal the tectonic undercurrents
which cause critical situations in the first place: the crisis’ pathology (Milstein
2015: p. 142). These include power relations, contestations and conflicts
between individuals, communities and social structures (ibid.). As Andrea
Borghini (2015: p. 342) concludes, there exist opportunities to develop new
meanings for crisis, which can help produce new semantic value in the word.

A full analysis of crisis will be conducted during chapter four herein,
thereby ensuring an appropriate understanding going forward from there. Until
then, crisis can be sufficiently explained through the definition provided by the
Oxford English Dictionary: ‘A vitally important or decisive stage in the progress
of anything; a turning-point; also, a state of affairs in which a decisive change
for better or worse is imminent’ (Oxford 1989). Put another way, ruptures
requiring affirmative action to restore a sense of equilibrium. In exploring the
concept of crisis, this project is interested with institutional moments
characterised by difficulty, turmoil and struggle, specifically at the Imperial War
Museum. These are moments when normal operations become challenging to

the point where they cannot be performed at all and so become disrupted.
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2.5.2 Contextualising the literature

Museums have long been associated with states of crisis (Stam 1993: p. 268).
These could be tangible crises, such as those brought on by natural disaster, or
intangible crises brought on by diminished or diminishing legitimisation. One of
the earliest scholarly interventions in this regard was a compendium entitled
Museums in Crisis edited by art critic O’Doherty and published in 1972. The
work comprises ten articles on practical and theoretical problems then facing
museums, many still chiming with relevance today. In his introduction,
O’Doherty (1972: p. 3) paints a dismal picture of the museum concept following
the post-Second World War period. He frames it as an institution that has
become plagued by doubt about ‘What should a museum’s functions be?’ to
presiding over a profession that is “‘underpaid, overworked and beleaguered from
within and without [...] [and] not likely to be prolific in ideas on how to cope
with the current, prolonged emergency’. His opening provocation contends: ‘It
Is hard to avoid the conclusion that the museum is in a physical, financial,
esthetic and spiritual disarray. Its survival as a viable institution [...] is in doubt’
(ibid.: p. 2). The doubt conveyed by O’Doherty has persisted, with many of the
themes raised in a more recent, similarly framed if less theoretical compendium
by museum directors Zdenka Badovinac and Bartomeu Mari (2015).

This past use potentiated a broad discursive foundation on which crisis
could be developed at varying breadths and depths by subsequent researchers
and other museal writers. Curiously, however, few follow-up works have been
produced that explicitly explore crisis from the museum perspective, both
practically and theoretically, though this is predicted to change following the
2020-2021 global novel coronavirus pandemic (Koley and Dhole 2021; see
Adams 2020; Richardson 2020; Stokes 2020). In the period between 2000 and
2020, for example, only ten museal publications have been found which directly
address, or at least deploy, the concept. This is not to say that no other museal
publications refer to crisis. Searches have picked up additional pieces of topical
literature (such as Kemp 1989; Merriman 1999; Pollock 2003; Herbert 2006;
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Dillon 2010; Badovinac and Mari 2015; Wegener 2015). Their age or limited
considerations and theorisations, however, discount them from inclusion.

There is, of course, also the prevailing literature that considers themes
akin to crisis, but which never explicitly discuss the concept. Four good
examples in this regard comprise studies by museum director and researcher
Robert R. Janes (2013) on the Glenbow Museum and museum historian Jeffrey
Abt (2001; 2017) on the Detroit Institute of Arts, and a compendium edited by
museum consultant Elain Heumann Gurian (1995b) on the impact institutional
trauma has on staff. Janes’ (2013) work, entitled Museums and the Paradox of
Change: A Case Study in Urgent Adaption, analyses and critiques the work he
himself led there as Director to turn around what was at the time the failing
Glenbow Museum. A manifesto for change, this reflection is carried out
alongside discussion on museum-related organisational theory and practice. The
2013 edition also includes an overview of the course of the Glenbow Museum
after Janes’ tenure as Director. Abt’s (2001; 2017) works, entitled A Museum on
the Verge: A Socioeconomic History of the Detroit Institute of Arts, 1882-2000
and Valuing Detroit’s Art Museum: A History of Fiscal Abandonment and
Rescue, explore the historical development, economic difficulties and salvation
of the Detroit Institute of Arts. The latter study comprises a continuation on the
former, furthering the history by including recent events surrounding Detroit’s
bankruptcy during 2013. And Gurian’s (1995b) edited work, entitled
Institutional Trauma: Major Change in Museums and Its Effects on Staff,
provides an administrative perspective on the challenges with museum change
from upheaval. A particular point emphasised by this compendium is the
importance of ensuring staff wellbeing while coping with difficult situations. All
three have rooted the problems that confronted their respective case studies in
situations which many readers would recognise as crisis. Yet, significantly, none
have explicitly framed their studies along that line. At no point is the concept of
crisis deployed to frame the works, a common trait amongst literature which

handle issues and ideas concerning museums and turbulence or trauma.

33



Consequently, these works are not considered in the following, although they
are drawn on elsewhere during this thesis. Rather, of the literature that has been
considered below, each deliberately invokes crisis as introduced above: a period

comprising difficulty or danger and disruption requiring careful management.

2.5.3 Financial crisis
Unlike the literature on the Imperial War Museum, there are no perceptible
waves to the prevailing literature about crisis and museums. There are, however,
a couple of thematic groupings. The first and most expansive revolves around
financial crisis: crises that emanate from an entity’s precarious financial
position. Six pieces make up this grouping, written by researcher Tina R. Nolan
(2009), researcher Katja Lindqvist (2012), campaigner and advocate Sharon
Heal (2015), researcher Maegan A. Pollinger (2017), researchers loannis Poulios
and Smaragda Touloupa (2018) and researcher Bethany Rex (2020). Each
contribution has come about from the 2007-2012 Great Recession, which
impacted on museums particularly heavily in certain countries such as the
United Kingdom. This impact is emphasised by Heal (2015: p. 18), who frames
the post-recession austerity imposed on the United Kingdom over 2010-2015 as
a ‘funding crisis’, necessitating ‘the museum of the future [...] look[ing] very
different from the museum we are used to today’. In doing so, Heal writes about
the imperative for change and adaption to the modus operandi of British
museums, her now largely correct prediction being that museums must become
much more commercially minded to supplement dwindling public funding. This
message becomes particularly relevant considering what she identifies as the
failure by the government’s proposed replacement — philanthropy — to make up
the shortfall: ‘when times are hard, people give less’ (ibid.; see also Heal 2013).
Structural change as response to financial crisis is the primary concern in
the prevailing literature. Business model changes, for example, comprises the
central focus of a study carried out by Lindqvist (2012). In researching their

economic vulnerability, Lindgvist argues that museums must develop and
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maintain fluid and responsive income generation strategies during non-crisis
periods (ibid.). These are strategies which do not overly rely on one type of
income stream, such as public funding or philanthropy, but multiple streams.
The upshot is a museum with greater potential to weather economic downturns.
Accordingly, Lindgvist contends that museums should programme their public
offer with all potential stakeholders in mind, incorporating variety and fluidity to
the museum (ibid.). This necessitates continual realignment of museum outputs
as their stakeholder priorities develop, thereby maintaining relevance. Another
study, carried out by Rex (2020), looks at governance model changes.
Specifically, she explores a process whereby museums are removed from public
ownership during financial crisis, typically local authorities, and handed to
private community organisations. Where such mechanisms exist, their liability is
transferred, with the new community organisation assuming overall
responsibility for the institution: its strategic direction, policy and finances.

Of these responses to financial crisis, researchers Poulios and Touloupa
(2018) favour the approach put forward by Lindqvist (2012). Through reviewing
different strategies employed by Greek archaeology museums during the 2007-
2012 Great Recession, they argue that changes in ‘legal status’ remains the least
desirable approach for museums to overcome such situations (Poulios and
Touloupa 2018: p. 28). This is because the legal status and governance of
museums comprises only ‘one of the many factors and certainly not the most
important factor responsible for [...] museums’ responses to the crisis’ (ibid.).
Rather, aligning with Lindgvist (2012), Poulios and Touloupa (2018: p. 29)
contend that a holistic strategy which revolutionises the way individual
Institutions operate in the new context should be adopted: change involving all
the elements of a museum. Interestingly, Rex (2020) also expresses caution over
asset transfer, but for different reasons. Her concern revolves around the
discrimination inherent in such processes. Rex argues that by accepting
responsibility for administering their own museum, local communities are

denied the right to a government service. Moreover, where government decides
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on which communities should and should not be approached about the
possibility of accepting responsibility, she argues that those communities
undergo judgment about their capacity and interest, with potentially unfair
results (ibid.: pp. 198-200). The discrimination lies in the assumptions made
about different communities: their social, economic and cultural capital.

This change in organisational strategy as advocated by Poulios and
Touloupa (2018) can be successful, but not without risk. While some policy
interventions may have positive effects for museums, others may pose
ramifications. This is shown through two contrasting studies from the United
States, one focussing on the attempted revitalisation of historic house museums
by Pollinger (2017), and another on the reconceptualisation of the role and
function of museum educators by Nolan (2009). The first analyses the dwindling
patronage experienced by American historic house museums before, during and
after the 2007-2012 Great Recession. It also considers interventions to reverse
this national downward trend in visitors and income. Amongst a range of
opportunities, Pollinger identifies the garden spaces of historic house museums
as being a largely untapped resource. Garden spaces, she shows, can serve as an
interpretive device to foster relatability for contemporary visitors in otherwise
largely unfamiliar contexts: the historical lifestyles represented by these heritage
sites. Pollinger finds that those historic house museums which capitalised on
their gardens through strategic policy interventions saw far greater patronage
than those which did not. The positive effects conveyed in this study contrast
with the ramifications conveyed in Nolan’s (2009), which looks at the
redeployment of museum educators following the 2007-2012 Great Recession.
Nolan reveals that during financial crisis, museum directors have increasingly
looked towards their education teams with ever more strategic mindsets. In
doing so, she shows how museum educators have often become laden with
additional responsibilities, or been reassigned new responsibilities completely,
for which they never trained or envisaged undertaking to meet the top-down

objectives of some new organisational strategy. The upshot, Nolan finds, is
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disillusionment and dissatisfaction amongst specifically trained employees over
their role and function at their institutions. This effect can be counterproductive

by undermining a museum’s holistic strategy to deal with its financial crisis.

2.5.4 Crisis communication

The second grouping involves crisis communication, wherein a museum protects
its institutional reputation from degradation. Disasters and scandals can cause
huge damage in this regard. Their impact potentiates a crisis of legitimacy for an
organisation (Coombs 2007). Two studies consider this issue. The first is a study
by Jasmine N. Duran (2014), and the second is a study by Marek Tomastik,
Katefina Vichova and Eva Cernohlavkova (2018). Tomastik, Vichové and
Cernohlavkova’s study introduces the concept of crisis communication in
museums. Using cases from the Czech Republic, they present different crisis
situations, and discuss how museums have communicated them. In doing so,
Tomastik, Vichova and Cernohlavkova demonstrate that crisis communication
strategies involve processes which few Czech museums appear equipped to
carry out: a problematic situation, considering the importance of communication
when performing crisis management and recovery. This is echoed throughout
Duran’s (2014) study, who furthers the discourse by considering the problems
arising from not having any crisis communication strategy. By researching the
relationship between three American museums, their stakeholders, and the
impact of the media on each, she shows that crisis communication remains
essential to stopping one kind of crisis or similar situation from catalysing
another kind of crisis, such as a crisis of legitimacy. From reading this literature,
the apparent resolution involves museums installing and reflexively updating
infrastructure for managing crisis communication. There is the risk otherwise
that some museum caught up amid a communication crisis will not have the
necessary vocabulary to communicate publicly how the crisis is being rectified,

In turn potentiating a crisis of legitimacy arising there.
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2.5.5 Other crises involving museums

Two other pieces of literature have been identified which consider crisis from
different, unassociated perspectives. They comprise studies by historian and
geographer David Lowenthal (2009) and curator Elizabeth W. Easton (2011).
The first study, by Lowenthal (2009), considers the crisis of doubt over the role
and function of museums as similarly raised in O’Doherty (1972) and
Badovinac and Mari’s (2015) books. He frames the crisis however as a “crisis in
museum stewardship’, where the ‘fast-changing views of their proper functions
lumber them with multiple and ever more incompatible missions’ (Lowenthal
2009: p. 19). Through his study, Lowenthal shows that museums today are
expected to empathise with the public and meet popular demand or face being
denounced as out-of-step with society. At the same time, he shows that as they
become more popular, the diversity of their work increases. Accordingly, its
raison d’étre and rationale become subject to ever greater questioning. This
overall not only increases the politicisation of the museum space, but also can
result in them being given greater responsibilities which historically would not
have been put on museums. The upshot, Lowenthal shows, is a departure of the
museum idea from its traditional identity, with many institutions becoming
increasingly alienated over what they represent and comprise.

The second study, by curator and art historian Elizabeth W. Easton
(2011), looks at the manifestation of an alleged crisis pervading the Western art
world in art museums. This crisis stems from tensions through shifting priorities
and diverging interests, expectations and engagement between the public,
including the academy, and the traditional art canon (Anderson 2011),
diminishing its relevance (Easton 2011: p. 335). In the academy, for example,
Easton perceives that a focus on modern and contemporary art history, coupled
with the tendency to bifurcate the educational tracks between curatorial practice
and advanced museological study, has produced doctoral graduates unequipped
for the broader art museum sector (ibid.). Accordingly, Easton discusses how

some emerging art curators have dwindling skills, knowledge and experience
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required by museums (ibid.). This in turn, she argues, catalyses a crisis of
operationality. Essentially, art museums can no longer function along pre-
existing lines because the available workforce cannot fulfil their needs. In
response, Easton argues that art museums must create an environment which
encourages the development of more rounded art graduates to meet their many
and varied needs going forward (ibid.). It should be noted however that this
crisis is not necessarily one experienced by art museums the Western world
over. In the United Kingdom, for example, the Arts and Humanities Research
Council (n.y.) —a government funded body that finances postgraduate research
degrees — has long supported doctoral programmes incorporating some, and at
times extensive, professional training such as curatorship. Indeed, this was the
case with my own programme. | undertook two three-month-long placements at
the Shipley Art Gallery in Gateshead and IWM in Duxford and London.

The predominant message of this literature is that to overcome crisis,
museums must initiate some form of change which mitigates the situation. It
could be institutional change, as discussed by Lindqvist (2012), Duran (2014),
Heal (2015), Pollinger (2017), Poulios and Touloupa (2018), Tomastik, Vichova
and Cernohlavkova (2018) and Rex (2020), or it could be change in the social
environment, as discussed by Easton (2011). Yet another noteworthy message is
that change has risk for museums. It will not necessarily eradicate all difficulty
from a museum’s path. As Lowenthal (2009) and Nolan (2009) show, museums
and museum staff can lose their sense of their direction, identity and purpose
and, in turn effectiveness, through change to their raison d’étre and rationale.

In considering these messages, it should also be noted that each
constituent study appears to have treated crisis, unintentionally or otherwise,
without substantial critical examination or theorisation, consistent with how
crisis is often used today in research projects (Borghini 2015: pp. 325-326).
Consequently, through each application, the concept risks being understood as
an objective phenomenon, which can be universally and uniformly experienced.

This is problematic. As will be discussed in greater detail during chapter four,
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crises are unique, subjective constructs. It follows that one person’s crisis is not
necessarily another’s. It also follows that one person’s vision for dealing with
crisis will not necessarily cohere with another’s, or be as successful. To argue
the opposite could invite accusations over misunderstanding the concept’s
discursivity (see Milstein 2015; Whitehead et al. 2019). Indeed, as the titular
character of William Shakespeare’s Hamlet ([1602] 2017: p. 120) declares in act

two, scene two, ‘there is nothing either good or bad, but thinking makes it so’.

2.6 Chapter Conclusion

This background chapter raises several important features of the literature on the
history of museums, the history of the Imperial War Museum, and museums and
crisis. In the first substantive section, it has revealed that museum history is an
established field comprising manifold studies stretching back before museums
became subject to critical interest. Yet, few are seemingly authored by
practitioners from the museum profession. This is to the profession’s detriment,
as individual institutions, indeed the museum sector overall, can benefit from
understanding their historical development. In the second substantive section,
the chapter has revealed that the modest literature on the history of the Imperial
War Museum developed over three increasingly sophisticated waves. This
occurred separate to and despite the broader historiographical development
taking place across museum history at the time. Each subsequent wave
maintained an increasing focus on specific concepts and ideas connected with
the Imperial War Museum. Moreover, the second section revealed that the
literature has largely avoided the historical period encapsulating the Second
World War. Out of the various contributions which do consider it, the most
influential present the war as being significant to the institution’s mid-twentieth
century decline. This is consistent with the early, broader writing on museums
across the United Kingdom during the Second World War. In the third
substantive section, the chapter has revealed that the main historiographical

development of museum history over the past 30 years, effective museum
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history, constitutes various discursive and analytical tools towards producing
more insightful museum history. Despite problems detected with the original
articulation, it has revolutionised the way museum history is produced. Studies
appearing after 1992 are shown to be become much more considered, analytical
and illuminating than those which came before. And in the fourth substantive
section, the chapter has revealed that the concept of crisis is largely absent from
museum literature. This transpires despite museums having been associated with
crises over around 50 years since O’Doherty’s (1972) Museums in Crisis was
published. What literature does exist treats crisis with little if any critical
analysis, instead using it to describe an institution’s general state of
organisational malaise as a set up for discussion on museum change and how
that change helps, or hinders, the respective institution.

Through a historical study on the Imperial War Museum during the
Second World War, this thesis explores the concept of crisis, the implications of
crisis on museums, and the capability of museums in managing crisis-conducive
situations. The above findings show that the issues and ideas it handles remain
unaddressed by the prevailing literature. On the discourse surrounding the
Imperial War Museum, the review has found that the museum’s experience
during the Second World War is largely unrepresented. The project therefore
helps fill a gap through building on the research already carried out by authors
Malvern (2000), McCamley (2003), Charman (2008), Whittaker (2010) and
Cundy (2015a). This transpires in a small academic context where, despite its
limited uptake, museum history has matured and become associated with high
quality scholarship. The project therefore also helps further the practice and
readership of museum history, drawing on prevailing historiographical thought.
Concerning the more limited discourse surrounding museums and crisis, the
review has found no pre-existing study wherein crisis is discussed as an abstract
phenomenon. Moreover, whenever it has been raised, the reference occurs in
discussions on museum change. Both these features occur through a limited

theorisation of the concept by the authorship. The project therefore fills another
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gap through producing a study which treats crisis discursively rather than
empirically. This is to see what crisis means for museums and how museums
respond when they strike. In doing so, it also shows that discussions on
museums and crisis do not always take place in a context of museum change.
The following chapter continues to set out the background of this thesis
by presenting the methodology that was used when undertaking the study. It
reviews not only the practical methods which facilitated data collection, but also
the theoretical positionality adopted while producing the thesis as well as the

considerations that needed taking into account when carrying out those methods.
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Chapter 3 Methodology

3.1 Chapter Introduction

The study presented in this thesis has been produced by engaging with and
synthesising multiple practical and theoretical concepts and methods. It includes
concepts that articulate how ideas are perceived, interpreted and valued, and the
methods which inform and communicate those ideas. The current chapter sets
out the concepts and methods | engaged with towards the historical research
strand into the Imperial War Museum during the Second World War. It provides
a holistic appreciation of this historical research process, or methodology. What
follows is not solely focused on introducing and explaining the concepts and
methods that were engaged with to obtain the research’s findings, although these
are important considerations. It also includes an elucidation of the issues and
ideas surrounding the structuring of the study and the execution of the methods
and the assumptions and beliefs which guided the accomplishment of the
historical research and the generation of knowledge from the process.

This chapter explores the above over two substantive sections. The first
section (3.2) sets out the relevant issues behind conducting the historical
research and writing the study. It explores the chosen methods, and the concepts
and ideas surrounding and informing them, to obtain source material and
structure research findings. The second substantive section (3.3) sets out the
research’s design. It explores the particulars of the study, the different primary
sources used and the method deployed to obtain information. It also surveys my

theorised preconceptions and views which helped analyse the source material.

3.2 Research Concepts and Methods

3.2.1 Structuring the study

Case studies are an established method of structuring and presenting research.
They can take interrelated issues and ideas, informed by one or more

disciplinary perspectives, and present them in a distinct subject-specific
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boundary. Many museum histories use case studies, even if this is not explicitly
acknowledged. Abt 2001; Lewis 2005 and McTavish 2013 are three examples of
single institutional case studies, whereas Mason 2007; Hill, Kate 2016 and
Redman 2016 are three example of multi-institutional case studies. Even the
Imperial War Museum, from the limited literature on it, has been subjected to
case study through research in Condell 1985, Cundy 2015a and Wallis 2015.

There are many ways that case study research can be understood. Helena
Harrison et. al (2017: para. 12) identify three often cited methodologists who
have taken the approach and developed it to conform with their own ontological
and epistemological ethics. These are Sharan B. Merriam, a pragmatic
constructivist; Robert K. Yin, a realist—post-positivist; and Robert E. Stake, a
relativist—constructivist/interpretivist (ibid.). Merriam (2009: p. 40) highlights
the importance in case study research of delineating the object that is being
researched. Yin (2014: pp. 16-17) underscores the importance of empirical
rigour in producing research and conceptual open-mindedness and receptiveness
in ascertaining the bounded case’s context. And Stake (1995: p. xi) stresses the
importance of the critical interest which initially catalyses an investigation.

The reason case study research has become such a diverse and divergent
approach is down to the heterogeneity of the researchers who use it (Harrison et.
al 2017: para. 12). There are however various features that can be seen with any
variation. In essence, a case study is a detailed study of a specific entity in its
real life context. This could be an institution, organisation or museum, or some
programme, project or policy thereof, etcetera. It entails a deep, detailed and
bounded contemporary or historical analysis of the subject, including the
subject’s impact on the surrounding physical and metaphysical purview, or vice
versa. Where appropriate, this research involves multiple data gathering
methods and interpretive frameworks. Helen Simons (2009: p. 21) contends that
ultimately the rationale of any case study is to produce a detailed understanding
of an entity or a thesis concerning some aspect thereof. In this regard, a

historical case study can support or undermine a concept, argument or model by
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showing whether the object at its centre does or does not comprise, embody or
conform to a set of stated assumptions, structures and discourses.

The case study approach developed herein has been tailored towards
producing an effective history of the Imperial War Museum, a historiographic
approach previously discussed during chapter two (see section 2.4). As Eilean
Hooper-Greenhill (1992: pp. 20) explains, the idea behind effective museum
history is to ‘select a specific time-frame and [...] identify all the various
elements that together made up the identity of the “museum” at that particular
time’. This coheres with the ideas underpinning case study research conceived,
in one way or another, by Merriam (2009), Yin (2014) and Stake (1995), which
are discussed below. Consequently, a case study approach is well suited to
facilitating an effective history, for they are geared towards deriving meaning
from what Stake (1995: p. 2) calls ‘a complex, functioning thing’. It is also
particularly pertinent, so argues Yin (2014: p. 16), where the case context holds

great informative value to the researcher, as with this study discussed below.

3.2.2 Sources in historical museum studies
Research on organisations and organisational experience can be conducted
through analysing a variety of primary source types. This includes participant
responses to questions posed by the researcher through questionnaires and
interviews; detailed recordings from observation of real-life participant action
and interaction, or simulation; and documentation produced by organisational
actors conveying both qualitative and quantitative information (Bryman 1992:
pp. 30-31). In principle, museum case studies are no exception. Yet the number
of primary source types available when undertaking any case study research
very much depends on factors deriving from the case context.

One significant factor in the availability of sources, if not the most
significant, is a case study’s temporal setting, which can greatly curtail the
source types available. Typically, case studies occurring after the events

undergoing investigation, as with this case study, will rely on remnants from
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those events for data. Such remnants usually comprise archival material in the
form of heterogeneous documentation and texts (Lipartito 2015: p. 293), but not
infrequently can also include memory in the form of oral history (Decker,
Hassard and Rowlinson 2021: pp. 1137-1140). Unfortunately, no opportunities
to draw on oral history presented themselves during this research, for the
following two reasons. Firstly, no key actor from the case remained alive at the
time. Indeed, the only known historical actor with an ability to comment as a
witness was the first post-war Director-General, Noble Frankland, who held this
position from 1960 to 1982 (see Frankland 1998), and who died before he could
be approached for comment (Kennedy 2019). Even then, Frankland would not
have spoken about most of the events under investigation, as he did not become
involved in the museum until after the war. Secondly, no formal recordings of
the memories of key actors has been found. The closest thing that meets this is a
transcript reproducing oral testimony which the Director-General at the time
provided the Parliamentary Committee of Public Accounts in 1957.
Accordingly, the data collection for the thesis was focussed on documentary
sources of the historical events in relevant archives (Stanford 1994: p. 155).

Documentary sources encompass a broad range of source types that
convey human thought and expression on occurrences in everyday life. They are
records, which often convey information through the written word. Accordingly,
documents have become synonymous with text-based artefacts. But they can
comprise many other formats too (Scott 1990: pp. 10-18). This is because
documents are representational items. As Suzanne Briet (2006: p. 10) has
defined them, they may be formed of ‘any concrete indexical sign [indice],
preserved or recorded towards the ends of representing, of reconstituting, or of
providing a physical and intellectual phenomenon’. Accordingly, documentary
sources include, but are not limited to, letters, reports and articles, drawings,
photographs, films, audio tapes, etcetera (Clarkson 2003: pp. 80-81).

The documentary sources that are usually drawn on when researching

museums are diverse and divergent, but collectively can detail both day-to-day
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and long-term operations. Sammie L. Morris (2006: p. 3) outlines various types
which fall under the definition provided by Briet (2006: p. 10). These include:
¢ policy and procedural documents, such as staff rotas, preventative
conservation reports and public access statements;
e meeting minutes;
¢ institutional planning documents, such as organisational calendars, Gantt
charts and critical path analyses;
e correspondence between staff, stakeholders and visitors;
e message books;
e non-textual documents, such as photographs, audio and film recording
functions at the museum;
¢ |egal documents, such as relevant legislation, bequests and contracts;
e grey literature, such as brochures, exhibition guides and collection
catalogues;
¢ publicity documents, such as posters, leaflets and press releases;
e documents surrounding a building’s maintenance, such as environmental
monitoring checklists, contractor invoices and cleaning schedules; and
e architectural plans (Morris 2006: p. 3).

A range of documentary sources were researched for the present study,
their content, selection, method and rationale being detailed below. They
predominantly comprised text-based artefacts, such as correspondence,
memoranda, meeting minutes and reports. Individually, each of these subtypes
have unique informative qualities which together help paint a detailed picture of
an object of study. Correspondence, such as letters, telegrams and other private
messages, reveal personal perspectives and insights into the information that
their author-senders wanted others to be aware about. Moreover, correspondence
Is sent in both an official capacity and unofficial capacity. This means that they
can convey not only the issues and ideas that help maintain some formal and
official perspective on something, but also the issues and ideas which exist

behind that representation. Memoranda offer much the same as correspondence
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in terms of information. A memorandum however is usually used as an internal
communication method to multiple individuals. Accordingly, memoranda are
rarely informal, meaning that they usually pose as official documents. Meeting
minutes and reports comprise other sources of official information. Meeting
minutes provide formal records of what is discussed in meetings. As such, they
can inform on the decision-making process that goes into directing projects and
establishing positionalities and policies. Reports, by contrast, provide formal
information, generally to support business continuity, which can inform

decision-making over projects, positionalities and policies.

3.2.3 Museums as repositories of historical sources

Historical documentary sources are usually found in organised bodies. These
archives typically comprise documents that have been retained for their long-
term evidential value to the individuals, communities or organisations which
created them (International Council on Archives 2016). There exists growing
recognition around the museum sector of the critical role museum archives can
play supporting organisational continuity (Deiss 1984: pp. 8-11; Baeza Ruiz
2018: p. 174). Accordingly, many museums now maintain archives. This feature
IS not a recent phenomenon, but rather one developed over years. That the
archive of the Imperial War Museum/IWM, for example, stretches back to the
institution’s foundation in 1917 demonstrates the tendance’s longevity. This
shows that archives are not necessarily created with research in mind.

An archive’s composition will vary depending on the institution and the
aims and objectives they have for it. The amount of resources, both human and
financial, made available to the archive is also a significant factor. In keeping
with Catherine Pearson’s (2017: p. 11) observations on British national museum
archives, the archive at IWM was fully catalogued and professionally
maintained, making research there relatively straightforward. This frequently

contrasts with the archives of local authority or independent museums, which,
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through other priorities and/or limited human and financial resources, have often
taken a much less systematic approach to preserving their records (ibid.).
Despite its professional upkeep, use of the archive at IWM posed various
challenges. The first stemmed from the archive’s historically constructed nature.
Archives are not naturally occurring entities. Rather, they are the product of
human concern for an informed future. People possess personal assumptions,
perceptions and prejudices about the social system and its subsystems, which
Imbue the activities they pursue therein. As such, archives tend to embody the
assumptions, perceptions and prejudices held by their creators, or convey
sentiments that the creators consciously or subconsciously wanted passed on
through the archival process. Moreover, the set resources which often constrain
archival activities will likely fillip the presentation of this axiology.
Accordingly, as Aleida Assmann (2011: p. 337) affirms: ‘They are in no way
all-inclusive but have their own structural mechanisms for exclusion’.
Throughout the period under consideration, the vast majority of the documents
that constituted the archive came from three white males in elite positions — a
politician and two veterans of the armed forces from the officer class — who at
different times held the posts of Director-General, Curator and Secretary (IWM
n.y.f: p. 1). This unsurprisingly will have shaped the archive, as cultural and
political pressures are just as constitutive to archival formation as accident and
serendipity (Dever, Vickery and Newman 2009: pp. 9-10). The greatest
symptom from its development is the presence of silences. There are several
ways these silences emerge in archives. Each derive from the exertion of
hegemonic power over the marginalised or persecuted (Carter 2006: p. 217).
One way is through the deliberate suppression of manifest voices in a way that
Miriam Meyerhoff (2004: p. 210) describes as ‘simple and perfect [...]: the
utterance [...] 1s never born’. This transpires when hegemonic power prevents
voices from being heard. But as Rodney G. S. Carter (2006: p. 219) also points
out, silence does not necessarily ‘equal muteness’, which leads onto a second

way that silences occur: through the delegitimisation of marginalised groups and
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of their ontologies, epistemologies and axiologies (Harris 2002: p. 150). This
transpires when hegemonic power preferentially treats documents that support
the hegemonic order. And a third way that silences occur arise when
marginalised groups distance themselves from hegemonic processes (Miller
1996: p. 157). In this instance, the presence of silence is not the result of
structural mechanisms for exclusion per se, but of resistance against the
hegemonic order and its efforts to control the nature of record and memory.

The second challenge concerned the way that the archive is configured,
which made precise, targeted searches quite difficult. Today, archives are ideally
arranged with the intention of facilitating the search for information to answer
questions (see Carmicheal 2012). Historically, however, there existed a view in
European archival institutions that documents should be kept together as per
their creator’s configuration (Hamill 2017: p. 1). Alongside being structures that
supress individuals, communities and ideas therefore, archives can be
constructed around prevailing modes of knowledge and understanding which do
not always persist as time passes (Walsham 2016: pp. 30-35). The archive at
IWM appears to continue this earlier canon. For example, there are two main
groupings of material for the years covering this thesis: EN1 and EN2 (IWM
n.y.f, IWM n.y.g). The former predominantly concerns the First World War and
interwar years, and the latter the Second World War and immediate post war
years, although there is also some overlap between the two. In these groupings,
material was further grouped into broad categories such as ‘Imperial War
Museum’, ‘Staff’, “Visitors’ and ‘Enquiries’, to name but a few. Some categories
could be found replicated in both EN1 and EN2 groupings, while others were
unique. On occasion, one category from one particular grouping bore striking
similarity to another category from another grouping, such as ‘Museums and
Galleries’ in EN1 — which contained no specific folders about any art museums
—and ‘Museums, Other’ in EN2. Moreover, the broadness of the categories
meant that many held documents which could also easily be held by another,

such as those concerning the Imperial War Museum and the Office/Ministry of
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Works. This suggests that what once may have been obvious and important
distinctions in the archive are not so obvious or important any more. The upshot
was a need for an awareness about the museum’s historical conception,
foundation and development to try and appreciate the significance of the
categories under which preserved documentation had been collated.

The third challenge came about from missing or mislaid documents, an
issue which frequently plagues archives, including museum archives (Loughney
2006: p. 51). This arose at several points over the research process, preventing
what appeared to be important sources from being consulted. The issue became
exacerbated when the archive and library started being removed from IWM
London for long-term storage at IWM Duxford. This meant that sources
eventually had to be transported between venues whenever requested. At least
one important source — the 1947 edition of A Short Guide to the Imperial War
Museum — became mislaid through the process. Supported by the previous two
examples, this challenge exemplifies how no archive comprises an exhaustive
knowledge bank on the themes and topics considered therein. Neither therefore
do they comprise a complete set of data. This meant that the museum archive
possessed gaps in the information that might have been present. Consequently, a
degree of interpretation became needed on top of the extant documentation to
fill them (Lipartito 2015: pp. 295-296). It required a critique of the archive’s
knowledge, which drew on personal observations informed by wider study and

the prevailing standards in historical and conceptual thought.

3.3 Adopted Research Design

3.3.1 The particulars of the case study

This study has a delineated analytical purview. In line with Merriam’s (2009:
pp. 40-43) central view that case study research must converge on a ‘bounded
system’, its focus is fixed on a specific subject, situated in a set time frame and
spatial area. Together, each dimension makes up the case’s ambit. Within this

bounded system, the study examines the holistic operations of/in the name of the
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Imperial War Museum. Such elements include the daily interactions between
staff, activities undertaken towards projects, management practices, and
exchanges and collaborations with other organisations such as museums and
government departments. It also examines the ideas articulated by staff. In doing
so, the study demonstrates what Merriam identifies as the particularistic,
descriptive and heuristic qualities of case study research (ibid.: pp. 43-44). This
means that it focuses on a particular phenomenon; provides a broad, deep
description thereof; and creates new meaning about the phenomenon.

The case’s time-frame spans the years 1933-1950, which has been termed
herein as the Second World War era. This begins with the rise of fascism in
Germany and ends at the start of the Cold War. The phase from 1933 to 2
September 1939 is when the Imperial War Museum undertook its preparations
for the situation produced by an armed conflict, all the while hoping that these
preparations would never be needed. From 3 September 1939 to 8 May 1945 is
when the Imperial War Museum had to manage such a situation. And from 9
May 1945 to 1950 is when the Imperial War Museum recovered from the direct
impacts of armed conflict. Largely however the study’s analysis concentrates
specially on the actual war years and the first post-war year, 1939-1946.

The case’s spatial areas are the spaces controlled by the Imperial War
Museum or wherein it was represented at any given point throughout the Second
World War era. These include spaces such as the Imperial War Museum’s main
building, sites away from the main building which the institution used for
storage and places where the institution engaged with actors not directly
connected therewith. It was also deemed important to allow for wider historical
phenomena influencing the actors or events connected to IWM to be included in
the analysis. Consequently, relevant influences, both institutions and individuals,

beyond the case are incorporated where appropriate.
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3.3.2 The sources available

There was a substantial amount of primary source material available from the
period with which to inform the case study. These included unpublished
documentation, grey literature, and publications such as periodicals and
newspapers. To Yin (2014: pp. 16-17), a rich empirical data set is imperative for
case study research. This stems from what he considers to be the ‘logic of
design’ of case study research: developing the most holistic understanding of a
case as possible (ibid.). The most important primary sources used herein were
letters and other written correspondence, meeting minutes and reports and
accounts. Written correspondence provided viewpoints over the museum and the
war and the latter’s impact on the former. Meeting minutes helped ascertain the
aims and objectives of the Imperial War Museum on dealing with the impacts
and implications posed by the Second World War. Moreover, the copies
preserved in the archives often comprised drafts annotated with amendments.
This meant that the minutes could also provide additional, pre-approved
perspectives on what had been discussed in the meetings, offering unofficial
insights as well. And reports and accounts provided information which
combined attributes from both meeting minutes and written correspondence. The
information could be helpful in ascertaining the aims and objectives of the
museum. Yet on the other hand their authors sometimes included personal
reflections with the document’s text. Accounts and reports could therefore
comprise a nuanced source with potential to be read from multiple angles.

For insights into the wider historical context, the study drew on
publications from the time period such as the Museums Journal and national and
local newspapers, such as the Times and the Illustrated London News. The
Museums Journal was particularly valuable. It provided a sector-wide
perspective on museum work during the Second World War era which helped to
interpret decision making at the Imperial War Museum over the period.

The most important source consulted was the unpublished War History of

the Imperial War Museum. Comprising two volumes, this grey literature
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provides a first-hand account of the Imperial War Museum’s activities over the
Second World War era. Volume one covers the years 1933-1943, while volume
two covers 1944-1946. It was commissioned by the War Cabinet in 1942
towards a monograph on the national museums and galleries during the Second
World War for the state backed multi-volume official history about the conflict.!
Split into three sub-series with one pertaining to military matters, a second to
civil matters and a third to medical matters, this official history covers many and
varied subjects concerning the British national military, social, economic and
scientific experience over 1939-1945 and the surrounding years (Dennis et. al
2009). Ninety volumes were originally planned (Higham 1964: p. 240), with
ninety-two eventually being published (Dennis et. al 2009). But none would
ever comprise one on the national museums and galleries.

The War History of the Imperial War Museum is reflective and written
predominantly from the third person. Although not credited to an author, a
textual analysis of the source and a review of the documentation surrounding its
production suggests that the author was the Director-General of the Imperial
War Museum at the time. The war history conveys many valuable insights.
These can be used to verify the information conveyed by other primary sources,
or to fill gaps in the narrative where those other sources are silent or do not
exist. Indeed, when studied for the thesis, it demonstrated the same if not greater
informative value as the institution’s annual reports produced from 1917 until
the Second World War. This is because the detail provided by the war history
about the operational experience of the museum far exceeded that by the annual
reports, which predominantly focussed on reporting activities and providing lists
of collection items which had been accessioned during the relevant year.

Various copies exist in both the IWM’s library and museum archive.

L IWM, Museum Archive (MA), EN2/1/MUS/001/1, typed memorandum, ‘For the Directors’

Conference’, 11 November 1942.
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All this primary source material derived from a range of organisations.
Unsurprisingly, the vast majority came from the Imperial War Museum, and
therein from the Director-General. Yet several other organisations also had
prominent responsibility for their production. The Standing Commission on
Museums and Galleries was one such organisation. Established in 1931 out of
the Royal Commission on National Museums and Galleries, the Standing
Commission comprised a quasi-autonomous governmental organisation
responsible for advising the government on all matters pertaining to the national
museums and galleries (Carlisle 1991). It dealt with various war-related matters
during the Second World War. These included safeguarding measures
throughout the conflict, plans for reopening afterwards, and the distribution of
exhibition material arising from the conflict to interested national museums and
galleries. Although founded with no power of enforcement per se, the Standing
Commission became heavily influential in forming government policy.
Documents deriving from this organisation therefore comprised key sources.

Another organisation from which primary source material derived was the
Museums Association. Established in 1889 to represent the interests of museums
and galleries and promote the sector’s professional development, it focussed its
attention during the Second World War on supporting provincial museums
(Lewis 1989). Accordingly, archival documents from this organisation were
deemed less important in this research project than those from the Standing
Commission on Museums and Galleries. That said, as publisher of the Museums
Journal, sources by the Museums Association have nevertheless comprised a
valuable resource providing important information towards this thesis.

Government departments also had responsibility for producing some
primary source material. The most important of these was the Treasury, being
the department responsible for overseeing the institution under the Imperial War
Museum Act 1920. This is followed by the Office of Works, reformed in 1940 as
the Ministry of Works, which maintained public buildings. Three others were

the War Office, Admiralty and Air Ministry: the civilian departments overseeing
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the army, navy and air force respectively. Primary sources deriving from these
particular organisations attained the highest level of importance.

This thesis therefore has been evidenced by various primary sources from
multiple points of origin. Even so, there were unsurprising silences in IWM’s
archive which must be addressed before proceeding further. Extensive research
uncovered no insightful documentation that could be confidently attributed to
those employed by the Imperial War Museum during the Second World War,
other than the Director-General, his curatorial assistant, the Librarian, and the
Trustees. The upshot to this was that an entire tranche of perspectives would
remain unconsidered throughout the study, perspectives which may, had they
been discovered, have greatly increased understanding surrounding the situation
there. Possible reasons for the silence can be found in archival theory discussed
above and also personal experience. Aside from possessing the ‘structural
mechanisms for exclusion’ (Assmann 2011: p. 337) that may have limited what
was admitted into the archive, my own experience of employment at IWM
Duxford as a Museum Assistant suggests there may have been few occasions
where low-end staff needed to produce any writing for their work. It is entirely

possible little, if any, such documentation existed in the first place.

3.3.3 Generating information from the sources

Making a case meaningful relies on analysis and interpretation of primary
sources. As Stake (1995) explains, this is a fundamentally crucial ability in case
study research. It occurs, he states, through a process of ‘giving meaning to first
impressions’: by assessing what the gathered data implies, how one unit of data
correlates with another unit of data, the apparent significance of the data that
appears, etcetera (ibid.: p. 71). This is achieved through situating and assessing
units of data against and synthesising the impression derived from them with
personal experience, defined broadly: including ontological, epistemological and
axiological preconceptions, other units of data from the research and the

findings from other research projects (ibid.: pp. 72). It involves anatomising the
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objects under analysis in different ways, and then reassembling them back
together after each breakdown in ways that make the objects more meaningful
(ibid.: p. 75). The end result is the ability to make critical observations of these
objects which go on to inform our understanding of the case (ibid.: pp. 76-77).
As the focus of this chapter is the practical issues, ideas and process
involved in obtaining, analysing and structuring the research data used towards
the thesis, there exists no scope here to include detailed discussion on the
theoretical framework adopted for interpreting the primary sources. Such
considerations would require an entire chapter, unbalancing the thesis while
offering little additional relevant context. There is however merit in briefly
surveying my theorised preconceptions and views on the basis for society’s
support and protection of museums. This was a major consideration when
analysing and interpretating the primary sources used towards the study.
Museums and the understanding of what a museum is, and is for, have
undergone significant development over the years. In the European and
particularly British context, this is development from the exclusive cabinets of
curiosities of the sixteenth century to the multifunctional public service
providers of today (Bennett 1995; Gray 2008). Through doing so, museums
have behaved as many organisations have done, by evolving their raisons d’étre
and rationales, altering their professional practices, and broadening out their
user-bases as the socio-political context changed (Bucheli and Kim 2015: pp.
252-256). Accordingly, an important trait has persisted with them to a greater or
lesser extent. This is a view that museums are a ‘good thing’: that they are
worthwhile institutions. Put another way, that they are legitimate. Legitimacy is
the sociological phenomenon of being somehow correct, desirable and relevant
to individuals and society (Suchman 1995). All institutions and organisations
rely on legitimacy for their subsistence (Dowling and Pfeffer 1975; Buchanan
2018) and museums are no exception (Gray 2015: pp. 18-23). Over their history,
museums have been held by their proponents and advocates, whether these be

private owners or backers, policy makers or the visiting public, or any
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combination thereof, as forces towards personal or societal good (Scott 2016).
Examples include conveying prestige within small elite social circles during the
eighteenth century (Bennett 1995 pp. 26-27), educating populations on their
civic responsibilities during the early twentieth century (Pearson 2017 pp. 25-26)
as Foucauldian technologies of power (Hetherington 2015: p. 28; see Foucault
1979), or dispensing public services during the early twenty-first century (Gray
2008) under rampant neoliberalism (Ranter 2019: pp. 65-66).

These preconceptions and views derive from the understanding that
legitimacy greatly underpins the survival of museums in general. It is a key
factor behind their continuing existence. More importantly, it is a key stimulus
for their protection (Bucheli and Kim 2015: p. 252). There are numerous
instances of this from recent history, where proponents have intervened or
otherwise tried to prevent museums from being eliminated. One example can be
seen with the with the Detroit Institute of Arts in Michigan, United States. This
museum came under threat of closure due to unsustainable funding cuts during
2013 when the city of Detroit went bankrupt. Local residents however perceived
sufficient value in the museum that they purchased it from the city’s authorities,
saving the museum from liquidation (Abt 2017). A second example can be seen
through the numerous instances of work undertaken by institutional, local and
national authorities to protect museums from natural disaster, theft and general
degradation, as represented by the heterogeneous literature on such matters from
the sector and academic field (see, for example, Jones 1986; International
Council of Museums and International Committee on Museum Security 1993;
Knell 1994). And a third example can be seen with the creation and ratification
of International Humanitarian Law by national governments which helps protect

museums and other cultural property during armed conflict (O’Keefe 2006).

3.3.4 Checking the sources validity
Before critical observations can be made of objects of analysis, however, the

data informing them must be extracted from their sources. The method by which
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data was obtained to inform this historical research comprised a two-stage
process of critical evaluation. The first involved inspecting the documentary
sources which had been found. This was on one hand to confirm their
authenticity, and on the other to record the information they contained. The
former included analysing the document’s medium, author and presentation of
the type or handwriting (Stanford 1994 p. 154). The latter, by contrast, was
accomplished using photographic equipment (Redman 2013: pp. 15-21).

The second stage involved critically reviewing the information collected
to determine its validity. Yin (2014: pp. 118-123) believes such a process
comprises an important aspect of the empirical ethic of case study research.
Aside from expanding on the issues which can be addressed, thereby increasing
the study’s holisticness, it fosters confidence in the research findings. The
process can be described as an interrogation of the researcher’s assumptions,
which become subject to critique and questioning. It is informed by the practice
called triangulation, specifically within-method triangulation. This involves the
use of multiple different but complementary varieties of the same method
(Denzin 1978: p. 340). The process exposed whether the resulting understanding
about the sources disrupted or confirmed what they already knew about the case,

and were trustworthy or untrustworthy based on the material’s provenance.

3.4 Chapter Conclusion
As a historical museum study on the ways that crises disrupt museums, the
methodology underlying this thesis brings together various practical concepts
and research methods. The result is an original synthesis of approaches,
facilitating an investigation that explores how museums respond to crisis. This
background chapter has established the study’s historical research process. It
considers the collection of data, the analysis of information extracted from the
data, and the structuration of findings which the information embodied.

The original documents towards this thesis comprised the raw materials of

the study. Encompassing manifold types, they were gateways to understanding
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the case on which the study is founded. The act of attending the relevant
archives personally or virtually and examining the available holdings resulted in
relevant sources being discovered from which original knowledge and ideas
could be drawn. Their subsequent processing via interpretation and critical
examination then generated the necessary information to construct the case.

The case study approach comprised a method of arranging the
information extracted from the primary sources. In this sense it provided the
structural framework for the study. By guiding and limiting the study’s purview,
the approach enabled a close examination and rich delineation of the facts,
issues and ideas under consideration. Concurrently, it brought meaning to the
findings by incorporating mechanisms for auditing and reading the sources.

Having explored the concepts and methods that enabled this study to
uncover what was believed could be discoverable about the Imperial War
Museum during the Second World War era, the thesis next explores the framing
concepts which drove the critical focus of the study. These are the analytical
tools that point out linkages and associations between different units of analysis,

fostering deeper meaning than might otherwise be apparent individually.
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Chapter 4 Analysis of Key Concepts

4.1 Chapter Introduction

The previous chapter introduced the concepts and methods that helped me
uncover what | believed could be discovered about the Imperial War Museum
during the Second World War era. This chapter introduces the concepts which
helped me frame the study: institutions, organisations and museums; crisis and
crisis management; resilience; and reinvention. As discussed in chapter one (see
subsection 1.3.1), framing concepts are used to identify connections,
relationships and greater meaning between various different events (Maclean,
Harvey and Clegg 2016: p. 624). They structure a researcher’s interpretation and
understanding of the primary source material worked on, making visible what is
not immediately apparent from them. In using framing concepts, this thesis
deploys what David A. Snow et al. (1986) term frame amplification and frame
bridging. The first establishes an ‘interpretive frame that bears on a particular
issue, problem or set of events’ (ibid. p. 469). This kind of framing clarifies ‘the
meaning of events and their connection to one’s immediate life situation’ (ibid.).
The second involves the ‘linkage of two or more ideologically congruent but
structurally unconnected frames regarding a particular issue or problem’ (ibid. p.
467). This framing draws links between different but relatable issues and ideas.
Through undertaking the above, the chapter helps address aim four, objective
one; aim five, objective one; and aim six, objective one of this study.

This chapter explores the above over five substantive sections. The first
substantive section (4.2), on institutions, organisations and museums, sets out
the conceptual contexts of the present study. Beginning with institutionalism, the
chapter then explores organisationalism, and finally investigates the museum as
an idea. Through this, it considers how organisations exist in the institutional
context. It also explores the museum as an institution and organisation. The
second substantive section (4.3) builds and expounds on crisis already

introduced in chapter two, the first of two principle framing concepts
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underpinning this thesis. It explores crisis as an abstract concept, factoring
issues and ideas drawn from the previous section on institutions, organisations
and museums. This involves considering the term’s background, the different
readings of crisis, crisis in both theory and practice, and the concept’s
historicisation. It also involves providing a definition. Expounding the concept
further, the third substantive section (4.4) on crisis management sets out links
between crisis and institutional organisations such as museums by establishing
the way organisations approach the management of crisis. This involves
introducing crisis management frameworks, and identifying the specific
framework that has been adopted to help analyse the process. The fourth
substantive section (4.5) sets out an important organisational quality that is
essential for any museum undertaking crisis management: resilience to
adversity. Although conceptually independent from crisis management,
resilience bears significantly on the management of crises. In doing so,
alongside introducing resilience, this section further develops the previous two
sections by establishing what crisis is and is not. Finally, throughout the fifth
substantive section (4.6) on reinvention, the chapter sets out the thesis’s second
principle framing concept which under certain circumstances can comprise a
strategy of crisis management. It begins by introducing reinvention, and then

introduces how reinvention can be analysed in the organisational context.

4.2 Institutions, Organisations and Museums

4.2.1 Institutions

Institutions are complex concepts. They comprise social structures created by
society to guide, influence or control the way society operates and generates
knowledge and understanding, as well as structures which perpetuate societal
behaviour (Ferguson 2013). Three examples of institutions might include
national and cultural narratives, curricula and legal frameworks. In other words,
Institutions help define the social system. They achieve this by forming the

social system’s composite elements and then by pulling them together (Scott et
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al. 1994: p. 68). This means institutions can have influence over the direction of
societies (Ferguson 2013). And yet, they are not all-powerful. Institutions still
depend on two factors for their ability to direct social conduct.

The first factor is human interaction. While institutions comprise words,
ideas and for some even bricks and mortar, only through people’s engagement
with them do they impact on the social system (Hallett and Ventresca 2006: p.
215). To use Peter Berger and Thomas Luckmann’s (1991: p. 93) analogy,
Institutions may exist in human conception and physical structures, but they are
effectively ‘dead’ unless ‘ongoingly brought to life in actual human conduct’ by
being actively used, followed or populated. The second is societal authorisation
or, as discussed in chapter three (see subsection 3.3.3), legitimacy (Buchanan
2018). Through constituting a metaphorical engine for the dissemination of rules
and norms deriving from society’s cultural beliefs, institutions require
legitimisation by society, which may sometimes be acquiescently given, to
assume such a role. It is this implicit agreement between institution and society
which gives them their power. For that reason, just as society’s cultural beliefs
will cease to exist unless energised by institutions, institutions will cease to exist

unless permitted by society to enact its cultural beliefs (Sewell 1992: p. 13).

4.2.2 Organisations

Organisations are systemic entities created to help individuals or other
organisations realise aims and objectives in an environment dominated by set
cultural beliefs (North 1990: pp. 3-5). Accordingly, whereas national and
cultural narratives, curricula and legal frameworks might comprise three
examples of institutions, three examples of organisations might comprise
museums, schools and colleges and law courts. The distinction between
institutions and organisations can be subject to debate, with overlap observable
between the two (March, Friedberg and Arellano 2011). This is acknowledged
by Elias L. Khalil (1995: p. 449), who states that: ‘The organization/institution

demarcation is certainly tenuous’. If somebody was to draw a distinction
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between the two however, he asserts that the distinction should be based on the
difference between ‘ends and means’. Indeed, Khalil postulates that
organisations are defined by their ends. Institutions, he continues, are defined by
their means (ibid.). Consequently, it can be argued that organisations are
established to perform specific, preconceived purposes, whereas institutions set

the terms and conditions by which organisational purpose is achieved.

4.2.3 Organisations in the institutional context
To maintain legitimacy (Dowling and Pfeffer 1975), organisations should
manage themselves so that their aims, objectives and performances are
consistent with the values of the social system in which they operate (Buchanan
and Huczynski 2017: pp. 8-9). As human need modifies following
environmental and social change (Francisconi 2009: p. 305), organisations must
follow by renewing their offer. Those which cannot meet human need become
redundant and will invariably collapse in the fullness of time (Jones 2001: p. 2),
their legitimacy diminished. Yet, just as organisations are potentially impacted
by changes to the social system, so too is the social system, indeed the lived
environment, potentially impacted by the operations of an organisation. The
societal-organisational power projection does not always flow one-way
(Crowther and Green 2004: pp. 85-87), meaning that legitimacy can be gained,
or repaired, as well as lost (Kuruppu, Milne and Tilt 2019). As with institutions
therefore, organisations are simultaneously slave to and master of the
proceedings and attributes constituting the social system. This necessitates a
discussion here on where organisations feature in the institutional context.
Considerable disagreement exists on the issue of where organisations
feature in the institutional context. W. Richard Scott (2014: pp. 182-183)
identifies three different viewpoints from existing published research. The first,
posited by Douglas North (1990), advances the idea that organisations constitute
Institutionalised agents in a social system created and dictated by external

institutional entities. The second, posited by Philip Selznick (1984) and Oliver
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E. Williamson (1975; 1985; 1993), advances the idea that organisations
themselves, conversely, constitute institutional actors arising from the decision
making of their organisational agents. Both these viewpoints make important
contributions to the discourse surrounding the relationships between
organisations and institutionalism and offer compelling arguments.

Yet according to other researchers, it appears that the ideas posited by
North (1990), Selznick (1984) and Williamson (1975; 1985; 1993) only tell half
the story. In practice, as Staffan Furusten (2013: pp. 65-78) demonstrates
through discussing the transmission of institutional ideas from individuals and
organisations to other organisations, organisations adapt with and influence the
institutional environment. This falls under the third and seemingly most rounded
viewpoint, posited by researchers such as John W. Meyer and Brian Rowan
(1977), Lynne G. Zucker (1983) and Frank R. Dobbin (1994), which advances
the idea that organisations constitute both an institutional and institutionalised
entity, where its structure and operation is influenced and also geared towards
sustaining the cultural beliefs pervading the lived environment. As John Child
(2005: p. 399) explains: ‘We always have to bear in mind that while the
organization we have reflects our wider society, organization in turn also shapes
the kind of society in which we live’. Accordingly, organisations should not be
considered entirely free actors. Yet neither should they be considered agents
deprived of all autonomy. Organisations are free to operate and impact on the
social system, but with constraints. These constraints are society’s norms, rules
and beliefs that create the conditions of the social system: conditions which
organisations must accommaodate in their structure, procedures and goals.
Consequently, it is conceivable that organisations do comprise an institution, but

one with greater restrictions and limitations on them than intangible institutions.

4.2.4 Museums
It could be said that museums are amongst the most impactful organisational

institutions developed by civil societies. This is argued because on one hand
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museums inform, educate and entertain people through different activities, and
comprise a means for individual and communal definition and representation.
They do so through collecting and presenting the human and natural world. By
performing such work, museums project ideas and ideologies, take sides over
Issues, and convey messages both domestically and internationally (Mason,
Robinson and Coffield 2018: pp. 39-41). Yet their impact is not just on cultural
matters. It also extends to social and economic matters. Although falling outwith
their traditional remit, there are various case studies which show convincingly
that museums can be tools for urban regeneration and fiscal growth in deprived
communities (Plaza and Haarich 2009; Tuck and Dickinson 2015). The
relocation of the Imperial War Museum to the slums of Lambeth just south of
the River Thames over 1935-1936 presents such an example of this potential for
museums (Cooke and Jenkins 2001). On the other hand, museums are regular
and increasing features in the landscape across the developed world (Lord, Barry
2001: p. 11). In the United Kingdom for example, many cities, towns and even
villages possess some museum-like institution, either representing the local area
or pertaining to other non-geographically specific subject (see Watson 2007).
There exists considerable disagreement amongst museum professionals,
the visiting public and academics over what comprises a museum today. This is
because museums no longer conform to an archetype that fits all national and
regional contexts. Rather, they are diverse and divergent institutions that take
various forms in broad and loose discursive parameters (Hooper-Greenhill 1992:
p. 1). Through developing from private collections of physical objects, to public
facilities which preserve and present physical and intangible collections, and
even historical buildings and whole landscapes, museums have become
heterogeneous, multifaceted institutions (Ambrose and Pain 2018: pp. 9-11).
The controversy arising from the recently proposed definition for
museums by the International Council of Museums (Haynes 2019; Noce 2020;
Kendall Adams 2021), formally unveiled at its twenty-fifth General Conference

in September 2019 (Fraser 2019: p. 501), shows their diversity and divergency:
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Museums are democratising, inclusive and polyphonic spaces for critical
dialogue about the pasts and the futures. Acknowledging and addressing
the conflicts and challenges of the present, they hold artefacts and
specimens in trust for society, safeguard diverse memories for future
generations and guarantee equal rights and equal access to heritage for all

people.

Museums are not for profit. They are participatory and transparent, and
work in active partnership with and for diverse communities to collect,
preserve, research, interpret, exhibit, and enhance understandings of the
world, aiming to contribute to human dignity and social justice, global
equality and planetary wellbeing.

(International Council of Museums 2019)

As John Fraser (2019: p. 502) explains, today, museums the world over vary so
much in their social, political and economic contexts that this new definition
potentially ‘undermines the understanding of the affordances of the [museum]
form or how the form might be misused but still constitute a museum’. This
exemplifies what David Lowenthal identified in 2009 as an emerging sense of
doubt amongst museums about what museums are, and are for, as they diversify.
To attain such heterogeneity, many museums have undergone what
Kenneth Hudson (1998: p. 48) calls ‘a revolution [...] in museum philosophy
and 1n its practical applications’. Indeed, in Western English speaking countries,
this stems from not just gradual development, where museums make
incremental changes that ensure they remain aligned with the social system
(Black 2021a). It also stems from what Simon J. Knell, Suzanne MacLeod and
Sheila Watson (2007a: p. xix) describe as a revolutionary predisposition, where
museums — or rather, museum staff — reject their prevailing and projected status

quos in favour of alternative and more desirable futures. Indeed, the premise of
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Knell, MacLeod and Watson’s (2007b) compendium Museum Revolutions: How
Museums Change and Are Changed is that there can be no certainty to museum
development. The concept exists in an unpredictable state of flux, its historical
course offering few insights about the prospects for museum futures, other than
demonstrating their tenaciousness at seeking out new sustainable models and,

ultimately, the legitimacy to continue existing and performing their services.

4.3 Crisis

4.3.1 Defensive and revolutionary meanings of crisis

The main thrust of this thesis is an analysis of the work performed by the
Imperial War Museum over the Second World War era. Its intention is to
understand how the museum dealt with the difficult situations posed during the
conflict, and whether they ultimately comprised crises. This section therefore
introduces and elucidates the concept of crisis. In doing so, it includes not only
some consideration of what the term crisis means, but also what is signified
when systemic entities are declared in crisis, how those entities respond to the
threat, and the way crisis can be deployed historiographically.

Over its etymological development, the word crisis has acquired meaning
informed by classical legal, theological and medical origins. A dualistic
application for the word followed. This arose from extensive adaption through
acquiring multiple meanings from people’s continual engagement with the
associated concept (Hall 2013: pp. 9-10). In one use, crisis evolved to describe
the condition of some uncertain origin which requires judgment against pre-
existing knowledge (Koselleck 2006: pp. 358-360). In another use, it evolved to
mark the moment when a body, both organism and politic, arrives at some
conceived health condition that is either restored or deteriorates until their death
(Motherby 1791; Martin 2015; Milstein 2015: p. 144). Viewed together, these
uses generally signpost situations which fit with conceptions about the modern
world where actual or metaphorical salvation or damnation, or health or disease

and death of something is brought into question (Koselleck 2006: p. 161).
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While undergoing this development, several useful approaches to reading
crisis have emerged. The first is a defensive reading. This occurs where the body
has been identified as being confined to two arbitrary conditions of health or
sickness. Brian Milstein (2015: p. 145) points to the message in Thomas
Hobbes’ (1651) Leviathan for a clear example, even though Hobbes himself
never used the term: ‘restricted to the guideposts of a “healthy” or “sick”
commonwealth, the political imagination of the Leviathan remained limited to
the oppositions between peace and war, stability and chaos, perseverance and
decay’. But during this time, as evidenced by Leviathan itself, the modern idea
that society comprised some self-aware entity capable of achieving continual
progress was emerging, influencing the way crisis would later be understood.

Around one hundred years later, crisis began representing a breaking
point in the status quo and transitional phase between two states. Such ideas are
seen at this time through the essays entitled The American Crisis by American

philosopher Thomas Paine (1776: para. 13) written over the revolutionary war:

By perseverance and fortitude, we have the prospect of a glorious issue;
by cowardice and submission, the sad choice of a variety of evils — a
ravaged country — a depopulated city — habitations without safety, and
slavery without hope — our homes turned into barracks and bawdy-houses
for Hessians, and a future race to provide for, whose fathers we shall
doubt of.

Reinhart Koselleck (2006: p. 372) therefore views crisis hereon as embodying a
‘structural signature of modernity’, the concept of modernity resting heavily on
the presumption of continual progress in society (Mouzakitis 2017).
Consequently, crisis also established connotations with revolution and
liberation: where pressure from stagnation and oppression have hit some tipping
point, resulting in the status quo being replaced (Milstein 2015: p. 145). This

understanding informed Karl Marx’s ideas on economic crisis. In Marxist
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thinking, the capitalist system is riddled with contradictions. These inevitably
entail the decreasing profitability of industry. To restore profitability, the
bourgeois owning classes must degrade the proletariat workers’ employment
conditions. A vicious cycle then ensues. Further inevitable depreciation prompts
further employment degradations. This persists, conceivably until the
proletariat’s total impoverishment, whereupon the cycle implodes through their

violent overthrow of the bourgeois (Johnson, Walker and Gray 2014).

4.3.2 Crisis in theoretical understanding

Crisis becomes significant when a museum or other organisational entity has
been declared to inhabit such situations. This is because its meaning indicates
changes in the condition of the impacted entity. To declare a crisis requires more
than a fully theorised definition. It also requires what Christopher Whitehead et
al. (2019: p. 2) call ‘a set of interlinked structural and discursive phenomena’
which Milstein (2015: p. 147) states are ‘a range of claims, comments, and
attitudes regarding our relation as a collective “us” to a “not-us around us” upon
which our everyday life depends’. To declare a crisis is to take a critical stance
on conditions derived from perceptions about relationships with the social
system. Relationships that can be recognised by all impacted actors, who also
recognise broadly the proposed resolution. As such, an understanding of what
crisis is requires more than an understanding of what crisis means. It also
requires an understanding of what crisis needs to bring about social impact.

The nature of these structural and discursive phenomena is established by
Milstein (2015: pp. 147-152) over four specific crisis components. They
comprise a crisis’ context, object, resolution and community. The first
component is the crisis context, the stimulus in which crisis arises. It stems from
a perception about the social system as falling into contradiction with expected
or desired norms. This subjectivity surrounding crisis can be likened to that
surrounding dirt, which Mary Douglas (1966: p. 35) theorised as ‘matter out of

place’. The second component is the crisis object, the thing which inhabits

70



crisis. It could be a physical or metaphysical object, but must uphold some
aspect of the social system, such as a museum or other organisation. The third
component is the crisis resolution, the condition which the crisis conscious
believe that the museum must reach to escape its crisis. Without the conception
of a resolution, there can be no crisis. And the fourth is the crisis community,
individuals in the social system who collectively conceive and spread
perceptions of crisis. Crises need communities to exist. They identify and strive
to rectify whatever discontinuity has created them. Membership can be defined
by or outwith geographical boundaries. It may also cut across established
groupings both political and social, and vary in size depending on the crisis
situation, much like museum communities (Watson 2007). Crisis communities
come into existence when an individual makes a crisis declaration which is
replicated by others. In doing so, the other individuals licence themselves and
their fellow crisis community members to speak authoritatively about the crisis:
what it signifies and what the resolution would be. This gives the crisis bearing.
These components show that crisis not only potentiates a definition for
disruption to systemic entities. It also comprises a concept for making sense
about the social system and articulating discomfort arising from developments.
Consequently, crisis represents on one-hand symptoms of unpredictability,
instability and potential danger, and on the other, an alarm or rallying cry to
warn others against those symptoms, preventing them from causing perceived

harm. In short, it is a means of analysing and negotiating the social system.

4.3.3 Crisis in practical understanding

Crises define and warn of situations in the social system that are unstable,
unpredictable and potentially dangerous, and therefore unsettling for the
inhabitants which experience them. A challenge in understanding crisis however
Is that there are many conceivable occurrences which could inspire such
unsettlement, but not all of which could constitute crises as theorised above.

Rather, some will constitute routine emergencies. Complicating matters, crises
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and routine emergencies are not fixed to certain typologies of events. It depends
on their context. Museums and other organisations are susceptible to both crises
and routine emergencies. What in one context might constitute some routine
emergency for a museum could in another constitute crisis. It is prudent,
therefore, to try and set crises apart from routine emergencies.

The main differences between crises and routine emergencies are
established by Shari R. Veil (2013: p. 845). They stem from the disparity in their
regularity and the anticipation surrounding them. Routine emergencies are
anticipated. They happen regularly, follow familiar patterns and are expected.
Michele Wucker (2016) defined such events as ‘gray rhinos [SiC]’, a metaphor
for big, obvious and not unexpected dangers. Accordingly, the respective
individuals tasked with managing the situation will have been trained to deal
with them proactively following set yet flexible protocols. In New Zealand for
example, significant earthquakes are frequent and regular occurrences. As such,
museums there, like Te Papa (n.y.), have developed sophisticated measures to
deal with them. Crises, by contrast, are not anticipated. Capable of developing
both suddenly with little forewarning, or slowly and silently without notice, they
happen rarely, have no standard model, and are therefore unexpected. Nassim
Nicholas Taleb (2007) theorised these events as ‘black swans’, a metaphor for
something which is rare, unpredictable yet devastating on occurrence.
Accordingly, crisis managers will only be able to react to them on the back foot.
They can disrupt the daily routines of museums in ways which cannot be
predicted (Ravail 2016: paras 21-23). This causes an ever-worsening situation:
disruption causing chaos, chaos causing uncertainty, and uncertainty causing
restricted decision-making (Garayev 2013: pp. 186-187). Returning to the
earthquake example, in the United Kingdom, significant seismic activity is rare,
the country being situated far from unstable tectonic fault lines. This means that
museums from the United Kingdom will have little experience of earthquakes.

Limited anticipation strikes at the heart of what makes crises potentially

so deadly. The museum that experiences a dangerous phenomenon on a regular

72



basis will likely recognise its typical features and know what to expect and how
to manage them. The museum that experiences the same phenomenon rarely if
ever, or without having established set protocols, by contrast, will likely have
little or no experience of or preparations for dealing with the problem. In this
latter instance, when the phenomenon does strike, the museum may be caught
off guard and open to significant disruption. It follows, therefore, that what in
the conception of the former museum will usually be considered a routine
emergency, could for the latter museum be a crisis. Moreover, crises can
develop from routine emergencies. Occasionally, phenomena which typically
present as routine emergencies may occur beyond the parameters of their regular
manifestation. In doing so they turn into extraordinary events that no museum
could have conceived or prepared for. These extreme events can cause
unprecedented, non-routine effects on impacted museums, creating crises.
Didier Sornette (2009) theorised such events as ‘dragon kings’, a metaphor for
events that are exceedingly large and impactful and unique in origin.

Another dimension which distinguishes crises from routine emergencies
Is their potential protractedness. A museum which makes it through a crisis
often experiences long, drawn-out effects from the situation. Sometimes, these
effects can be permanent. There are many nuanced reasons why a crisis might
cause such long-lasting effects to an entity. Each instance, however, can
conceivably be distilled down into one of two scenarios. The first is that the
management strategy deployed was for whatever reason unsuccessful or only
partially successful. The second is that the management strategy was successful,
but not without fundamental lasting change or disruption to the museum.
Routine emergencies, by contrast, having been anticipated and prepared for, are
usually short-lived from start to finish, with fewer if any ramifications. From
this it can also be reasoned that the extent of the measures necessary to deal with
a crisis would be extraordinary. Not just in their potential protractedness or
volume, but also their potential unprecedentedness or irregularity. A museum

unfamiliar with the work necessary to realise some chosen strategy, for example,
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may struggle with the implementation, denting its success. Routine emergencies

by contrast can, given their familiarly, be more efficiently dealt with.

4.3.4 A definition for crisis

Drawing on its historical, philosophical and practical origins, the word ‘crisis’
has been defined for this study. As there are no longer any detailed canons to
inform its meaning or use though, the definition is structured around Ridiger
Graf and Konrad H. Jarausch’s (2017: para. 39) etymologically coherent
recommendation that: ‘Any viable definition [for crisis] would have to involve
assumptions of some kind or another about the normal course of events, an
exceptional period of tension in which at least two different outcomes are
possible, and a solution’ (ibid.). Yet it disregards their contention that the
solution must be ‘in the form of a new state of affairs’ (ibid.). This is for two
reasons. Firstly, the above discussion about the development of the word has
shown that it can be read in two ways. To give crisis a cast-iron revolutionary
fixing, which Graf and Jarausch’s recommendation implies, disregards past
defensive readings. Secondly, crises are subjective. This means that not all crises
necessarily warrant revolutionary resolutions. Consequently, crisis is defined as
follows: an unpredictable, unstable and potentially dangerous situation, where
the impacted museum or other systemic entity will be disrupted, perhaps

inoperably and irreparably, requiring extraordinary intervention to be overcome.

4.3.5 Using crisis in historiography

Crisis has repeatedly been used historiographically to define specific historical
periods. As R. J. Overy (1994: p. 1) observes: ‘When historians use the word
“crisis” they usually employ it with hindsight, taking all the facts together and
Imposing on them greater coherence or significance than was perceived by
contemporaries’. There is nothing wrong with this approach per se. After all,
when carrying out any research, academics often draw on their own

interpretations of data to create meaning that resonates with prevailing issues
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and ideas. Where problems can start arising, however, is when crisis becomes a
casual explanation for historical process. As Graf and Jarausch (2017: para. 12)
caution: ‘Transferring the historical diagnosis of crisis directly into the
historiographical narrative [...] can easily be misleading as it totalizes one
perspective on the past which was most likely formulated with specific
interests’. This is an important point; it must be recognised that while one person
may perceive some situation to be indicative of crisis, the same perception may
not be held by another: resulting from what Max Kolbel (2004) termed a
‘“faultless disagreement’. Accordingly, when used historiographically, crisis
needs to be handled with consideration so that, where necessary and appropriate,
accommodation can be made for other potential subjective interpretations.
There are potentially two considerate approaches that historians can take
to historicise crisis. The first, devised by Graf and Jarausch (2017: para. 38),
entails discovering how historical actors understood the term at any given time
and deployed the word and its meaning when describing their prevailing social,
political and economic situation. Where crisis consciousness has been expressed
in primary sources, the historian can use the concept on those terms to critique
the condition that some relevant systemic entity, such as a museum or other
organisation, held. The second approach, specifically devised for use herein,
entails discovering whether some defined entity could be considered gripped by
crisis. More representative of the option described by Overy (1994: p. 1) than
Graf and Jarausch (2017: para. 38), it becomes most appropriate where crisis
consciousness has not surfaced from primary sources: the case with the primary
sources consulted towards this research. The approach involves analysing the
hypothetical crisis object to see whether it inhabits what has been described in
following chapters as crisis-conducive conditions. Through doing so, the
historian can try and understand the way that some crisis-conducive situation
was dealt with. The upshot is an appreciation of how similar declared and
legitimised crises are negotiated, and what implications they might have for the

crisis object and everyone and everything dependent on it. Such scholarship
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offers real, proven benefit to crisis management practitioners and the wider
field. Joanne E. Hale, David P. Hale and Ronald E. Dulek (2006: p. 316), for
example, find that when confronting a crisis, crisis managers can obtain
assistance from past accounts of crisis management when undertaking crisis

decision making, even if the situations being faced bear a limited resemblance.

4.4 Crisis Management
In analysing how the Imperial War Museum dealt with the potentially crisis-
conducive situations it faced over the Second World War, the thesis also draws
on the concept of crisis management. This involves the work of managing a
crisis and any ensuing effects: the preparation for, the coping with, and the
recovery from such an event. The concept became subject to considerable
academic investigation during the 1980s (Frandsen and Johansen 2017: p. 32).
This followed various high-profile and avoidable or mitigatable man-made
disasters which struck the world throughout that decade, such as the Bhopal gas
leak in India in 1984, the Space Shuttle Challenger explosion in the United
States in 1986, the Chernobyl nuclear meltdown in Ukraine in 1986, and the
Exxon Valdez oil spill, again in the United States, in 1989 (Campbell 1999: p.
23). The current section therefore introduces and elucidates the concept, and
specifies the chosen crisis management framework for the present study.
Crises are unstable, unpredictable situations. The likelihood is that the
conditions of a crisis object such as a museum will deteriorate significantly —
perhaps terminally — without some steadying force to restore stability. If
successful, the measures taken during crisis management constitute this force.
Various frameworks for crisis management have come about since the 1980s.
Some set out the ways that crises could manifest in crisis objects. Others set out
the ways that crises materialise (Crandall, Parnell and Spillan 2021: pp. 9-18).
To be clear, they are not crisis management plans. The latter of these comprise
tailored documents that specify how specific crisis objects should deal with a

crisis which has arisen: establishing who communicates and does what, the way
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that this should be done, etcetera (Bernstein 2011: pp 20-24). Rather, crisis

management frameworks are discursive tools for understanding how crises

impact crisis objects (Crandall, Parnell and Spillan 2021: p. 4).

This study explores organisational response to crisis-conducive situations

by drawing on a framework for crisis management that arranges the response

over several defined stages in what Christer Pursiainen (2018) calls the ‘crisis

management cycle’. As Table 1 shows, multiple kinds have been developed over

Table 1 — Outline of different frameworks for crisis management (adapted from Crandall,
Parnell and Spillan 2021).

Three-stage | Three-stage Four-stage | Four-stage, Five-stage
Linear Linear Linear Two-layer Linear
Framework | Framework Framework | Matrix Framework
Framework
General Richardson Fink 1986 | Crandall, Pearson
format 1994 Parnell and | and Mitroff
Spillan 2021 | 1993
Before the | Pre- Prodromal | Landscape Signal
Crisis crisis/disaster crisis stage | survey detection
Situation phase Strategic Preparation/
planning prevention
During the | Crisis Acute crisis | Crisis Containment
Crisis Impact/rescue stage management | and damage
Situation phase Chronic control
crisis stage
After the Recovery/demise | Crisis Organisational | Business
Crisis phase resolution learning recovery
Situation stage Learning

the past 30 years. Bill Richardson (1994), for example, proposes a three-stage

linear variant. This represents the most basic of practicable frameworks
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(Crandall, Parnell and Spillan 2021: p. 11). It comprises a pre-crisis stage, a
crisis impact stage and a crisis recovery stage. In his example, Richardson
(1994) asserts that crisis management starts when some museum or other
organisation attempts to prevent crisis situations from occurring by addressing
the underlying cause/s of it. Where prevention proves impossible, though, they
must move to mitigate the crisis situation. Once the crisis situation has been
mitigated, they can then move to restore operations and stakeholder confidence.
Stephen Fink (1986), by contrast, proposes a four-stage linear variant.
This comprises a ‘prodromal crisis stage’, an ‘acute crisis stage’, a ‘chronic
crisis stage’ and a ‘crisis resolution stage’. In his example, Fink asserts that
crisis management essentially begins and ends as that asserted by Richardson
(1994). Where he diverges however, is through the differentiation between the
acute and chronic effects of a crisis situation on museums. Acute effects are
those that onset suddenly following some incident which disrupt operations and
threaten damage. These must be supressed urgently if the crisis situation is to be
resolved. Chronic effects are those which linger in the wake of the acute effects.
Although less dramatic, they can be no less disruptive, and so also require
suppression before the crisis situation may be considered fully resolved.
William Crandall, John A. Parnell and John E. Spillan (2021), by contrast
again, propose a four stage, two-layered matrix variant. This comprises a
‘landscape survey’ stage, a ‘strategic planning’ stage, a ‘crisis management’
stage and an ‘organisational learning’ stage. Each of these stages address not
only the ‘internal landscape’, but also the ‘external landscape. In their example,
Crandall, Parnell and Spillan assert that crisis management begins with an
evaluation of the internal and external threats against a museum. This is
followed by an internal planning process, where strategies are conceived to deal
with the detected threats, and which also considers any supporting external plans
that have already been made by other organisations such as industry regulators
and emergency services. If, and when, a crisis situation arises, the next stage

involves resolving the disruption through managing primary and secondary

78



stakeholders from both the internal and external landscapes. Once the crisis has
been resolved, the final stage entails a process of reflexive learning about what
transpired to improve the internal response, which again also considers relevant
learning being carried out by supporting organisations in the external landscape.
Each above framework for crisis management will in some way elucidate
the processes that comprise this activity. Along with the many other frameworks
which exist, they possess their own strengths and weaknesses of clarity,
comprehensiveness and prescriptiveness in their recommendations for handling
crisis, notwithstanding some overlap. As such, each contribute to the knowledge
around the procedures constituting crisis management. The most useful
however, and the one deemed most appropriate for us in this thesis, is the five-
stage linear variant proposed by Christine M. Pearson and lan I. Mitroff (1993).
This comprises a ‘signal detection’ stage, a ‘preparation/prevention’ stage, a
‘containment and damage control’ stage, a ‘business recovery’ stage and a
‘learning’ stage. The significances of these stages for crisis management are
considered in detail during chapter seven. In essence, Pearson and Mitroff assert
that crisis management starts when some museum begins its search for crisis
signals. Once crisis signals are detected, they are acted on with the view in the
first instance to prevent the associated situation from emerging. Where that is
not possible however, they are acted on with the view to prepare to weather the
crisis situation. If weathering the crisis situation becomes necessary, the next
stage involves a two-fold process of containing and limiting the effects.
Containment comprises preventing the crisis effects from spreading, while
limitation comprises minimising the extent that the effects can cause damage.
Once the effects have been dealt with sufficiently, attention turns towards
restoring operations. Finally, after the crisis situation has subsided, a process of
learning takes place with the aim of assessing the strengths and weaknesses of
the response. Pearson and Mitroff’s framework strikes a good balance between,

on one hand, breadth and depth, and on the other, flexibility, with the guidance
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offered being neither overly limited nor prescriptive. Overall, it provides a

useful opening to understanding what crisis management entails.

4.5 Resilience

A consideration of the concepts of crisis and crisis management necessities a
consideration of the concept of resilience. This is a notion understood in many
fields but one rarely qualifiable until ‘after the fact’ (Coutu 2002: p. 3). It
concerns the ability of a systemic entity to successfully traverse adverse forces
(Cooper, Flint-Taylor and Pearn 2013: pp. 14-15). Researchers from various
different fields draw on resilience in their work (Bhamra, Burnard and Dani
2015: p. 4; see Barnett and Pratt 2000; Walker et al. 2002; Hamel and
Valikangas 2003; Sheffi 2005; Hollnagel, Wood and Leveson 2006; Powley
2009). Its essential meaning however remains the same (Bhamra, Burnard and
Dani 2015: p. 4). This section therefore introduces and elucidates the concept.

In the organisational context, resilience is understood as an ability to
withstand, recover from or adapt to difficult or changing conditions while still
maintaining their functionality (Leflar and Siegel 2013: p. 11; Bhamra, Burnard
and Dani 2015: p. 21; McCarthy, Collard and Johnson 2017: p. 33). Robert R.
Janes (2009: p. 141) describes the resilience as being ‘supple, agile and
adaptable’. A resilient museum, therefore, is reflexive to the environment and
can offer diverse and divergent responses to societal need.

It is easy to mistake the activities undertaken towards upholding a
museum’s resilience as dealing with crisis. After all, at a fundamental level, any
museum which has managed and survived some crisis will have done so by
drawing on their own innate resilience. As Erica Seville (2017: p. 19) reveals,
the ingredients essential for organisational resilience are also those necessary for
carrying out organisational crisis management: ‘situational awareness’,
‘proactive posture’, ‘planning strategies’, ‘decision making’, etcetera. But not all
museums which have undertaken such crisis management-related activities have

found themselves actually locked in the throes of crisis.
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Although resilience and crisis management are both essentially reactional
processes, the process performed in the context of resilience is routine whereas
those performed in the context of crisis management have occurred under
extraordinary circumstances. As previously discussed, crises are unpredictable,
unstable and dangerous situations which can strike any museum or other
organisation — even resilient ones. Consequently, while crisis management
always involves responding to change, confronting change alone is not enough
to evidence that a museum has been gripped by crisis. In this sense, resilience
can be viewed as being a desired state for a museum, whereas crises can be
viewed as an obstacle posed before them. Resilience and crisis management are
two separate though not mutually exclusive ideas. Resilience is the quality of
being able to respond to change in society, whereas crisis management is the act
of responding to critical events often resulting from societal change. It
comprises a condition that should be built into all museums. As Janes (2009)

contends, resilience is essential to the long-term survivability of museums.

4.6 Reinvention
4.6.1 A product of misalignment with the social system
Over chapters nine and ten, this thesis intensifies its focus on crisis management.
It does so through analysing the reinvention of the Imperial War Museum during
the Second World War. Reinvention is framed herein as a particular strategy for
crisis management. Specifically, it comprises an approach to the management of
the immediately preceding revolutionary conceptualisation of crisis, applied
against the Imperial War Museum in chapter eight. That is where crisis becomes
understood, in the modern context, as a breaking point and transitional phase.
This section therefore introduces and elucidates the concept, including
considering the way reinvention can be analysed in academic work.

The word reinvention has been variously defined. All published
definitions however are firmly grounded in the concept of change: the transition

from one state to another (Clarke 1994). Moreover, mainstream English
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language dictionary definitions for the root word, reinvent, provide near uniform
meanings: a process whereby a wholly new or radically different entity is
created from something which already exists (Oxford 2009, Cambridge 2013,
Collins 2014). While these definitions are accurate in so far as they sketch out
the idea, like the word crisis, each are too simple when it comes to their practical
use. Realistically, reinvention is a complicated and multifaceted process.
[lustrating this point, Anthony Elliot’s (2013) work on the subject demonstrates
that both tangible and intangible man-made entities can be transformed in such
ways, while Montgomery Van Wart’s (1995) work emphasises that individual
processes are unique to the entity being transformed at any given time or within
any given space. Accordingly, through involving both physical and
metaphysical entities and because no two processes are alike, reinvention
requires a more sophisticated appreciation than one predicated on change alone.
Reinvention stems from a need and desire to change or do something
completely differently. There could be many reasons for this. When examining
individual instances of reinvention, the need or desire derives from the fact that
an entity such as an organisation has become misaligned with the social system
it operates under and, therefore, diminishes in relevance. To be relevant is to
yield ‘positive cognitive effect” (Simon 2016: p. 29). When an entity such as a
museum becomes misaligned with the social system, they no longer create that
positive cognitive effect. Accordingly, the entity loses its relevance and risks
becoming a drain on its stakeholder/s while offering nothing in return.
Misalignments occur between a museum and their social system when
one diverges away from the other. Societies which embody social systems are
fluid and continually transforming. They develop fresh ideas and technologies
that alter the way people act and interact in them. Events can also force societies
to modify their thoughts and practices (Black 2021b). This phenomenon has
been given the term value shift by Van Wart (1995: p. 429). Value shifts are
inevitable and affect all societies. Depending on the circumstances, some

societies experience value shifts more frequently than others (ibid.).
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Van Wart describes realignment as a value adjustment (ibid.: p. 430). By
making value adjustments, a museum can adapt themselves to meet the updated
needs held by the social system. If executed strategically, undertaking such
adaption should ensure it can once again yield relevance (ibid.). But value
adjustments rarely occur in parallel with value shifts. Various factors often
discourage non-urgent adaption from taking place. Typically, value adjustments
occur when the pressure to adapt becomes so great that continuing with the
status quo becomes impossible. Accordingly, museums and other non-
infrastructural public or private sector organisations which do not make value
adjustments when necessary put their future in jeopardy (ibid.).

A museum’s ability to make value adjustments also occurs through
another sociological phenomenon: reflexivity (see Schorch 2009 and Butler 2015
for examples in museum practice). This concerns the act of self-referring. It
comprises the process by which actors, either acting for themselves or another
entity, receive incoming information. Depending on their interpretation of that
information, the actors will then take whatever action is deemed appropriate to
navigate the future (Johnson 2000: pp. 255-256). Anthony Giddens (1990: p. 36)
calls this process reflexive monitoring of action. Reflexivity is, therefore, a
crucial ingredient of reinvention, indeed crisis management. Without the ability
to evaluate positions against perceptions of the present or future, targeted actions
for an actor’s onward process would be impossible. This means that reinvention
also results from subjective assessment, similarly to crisis.

Another dimension to reinvention is its continuity. As the following pithy
comment by Josh Linkner (2014: p. 11), which comprises the core message of
his work, sets out in no uncertain terms: ‘reinvention isn’t an event; it’s a
lifelong process’. With social systems continually undergoing value shifts, the
process of reinvention will forever remain a looming imperative over most

museums while they seek to preserve their relevance and long-term prospects.
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4.6.2 Analysing reinvention

Every reinvention is the product of a highly individual process. They arise from
circumstances, follow courses and result in outcomes that are dependent on the
context wherein they occur. The revolutionary crisis situation prompting one
museum’s reinvention for example, may stem from different underlying causes
and discontinuities to the revolutionary crisis situation prompting the
reinvention of another. Each reinvention process, therefore, needs to be tailored
to address the fundamental cause catalysing the crisis situation at hand. This
idiosyncrasy can make the analysis of reinvention very challenging. Yet there
are common components which may be analysed via a reinvention formula

to outline the various prerequisites necessary for successful reinvention.

The earliest example of a reinvention formula was conceived by David
Gleicher during the 1960s at the management consultant company Arthur D.
Little (Cady et al. 2014: 32-33). Forwarded by Richard Beckhard (1975) in the
Sloan Management Review, it has been disseminated amongst and revised by
organisational theorists (Cady et al. 2014). The original formula comprised an

equation, representing the factors that change and reinvention necessitate:

C = (ABD) > X

The value C equals change, A equals the level of dissatisfaction with the
prevailing situation, B equals an understanding of the desired state, D equals an
awareness of the practical first steps necessary to reach the desired state, and
finally X equals the associated cost. It shows that for reinvention to take place,
three conditions must be met. The first is a level of dissatisfaction with the
current situation. The second is a conception of the desired or required situation.
And the third is an understanding of the practical first steps necessary to reach
that desired or required situation. Once these values have been established and
weighed up, the need for change must be greater than the cost incurred when

executing it. This cost is more than finance: also time, effort, energy, etcetera.
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Change = (Dissatisfaction, Desired State and Practical First Steps) > Cost
(Beckhard 1975: p. 45)

Three points arise when reflecting on the implications of this formula in
the museum context. The first is that without dissatisfaction, such as
dissatisfaction which arises from a revolutionary crisis situation, change
becomes an exercise undertaken purely for its own sake. Such acts put museums
at great risk. It risks potentiating subsequent unnecessary dissatisfaction and, in
doing so, further costly change to address that. But this is a conceivably rare
occurrence. Even change that takes place during times of stability typically
occurs from dissatisfaction with the status quo through concern about stagnation
(see Vermeulen, Puranam and Gulati 2010). The second point is that where only
certain museum agents perceive the need for change, their first steps should be
to enrol those which do not require or see the need for change into empathising
with and supporting these desires. After all, a united, supportive approach
towards change stands more chance of succeeding than one which has only
partial support (Hannagan 2002: pp. 154-157). And the third point is that any
desired museal state must ultimately cohere with the values kept and upheld by
the prevailing social system. If not, the change will unlikely be legitimised by
stakeholders or society at large, potentially jeopardising the museum through

inactivity and/or diminishing its legitimacy (Dowling and Pfeffer 1975).

4.7 Chapter Conclusion

This background chapter has critiqued the various concepts through which the
challenges faced by the Imperial War Museum during the Second World War
era are analysed. It also considers other key theories and ideas that complement
them. In the first substantive section, the chapter sets out the concepts of the
institution, organisation and museum. This was to understand the conceptual

context underlying the study because the Imperial War Museum embodied each.
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In doing so, it establishes that museums, through comprising organisations,
arguably comprise institutions with the power to shape and move society, which
embodying an institution entails. Yet, through comprising organisations, the
chapter also established that museums are not granted with the same level of
power as intangible institutions. This is because organisations must incorporate
the ideas and practices generated by intangible institutions which dominates
society and which the people therein look for. Accordingly, it shows the
susceptibility of museums to the need for change with the social system,
potentially catalysing crises. In the second, third and fourth substantive sections,
the chapter established and built on the concepts which drive the main thrust of
the thesis: resilience, crisis and crisis management, and reinvention. This
enabled it to introduce the assumptions and philosophical positionality of the
study and also the conceptual lenses deployed against the research problem.
Through engaging with these concepts, the chapter revealed their
interrelatedness when concerning the ways crisis can impact museums and the
ways museums can respond. It also contends that the best way to answer the
central question is by framing the Imperial War Museum during the Second
World War era as inhabiting crisis-conducive situations. This prevents crisis
being treated anachronistically or importantly where its importance is moot.
This thesis explores how the Imperial War Museum survived the Second
World War. It does so through engaging with the concepts of crisis and
reinvention assisted, as appropriate, by other concepts at a lesser extent. As this
chapter has shown, the concept of crisis is challenging to comprehend and
handle. When incorporated in research, scholars must study the idea thoroughly.
This includes the word’s etymology and different readings that have arisen over
the concept’s development. Being inherently subjective phenomena, crisis-
conducive situations comprise difficult, fundamentally disruptive and potentially
dangerous scenarios. When managing legitimised crises, museums as with all
organisations must draw on their resilience to overcome adversity. This can be

found in their physical and metaphysical infrastructure, which should be
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sufficiently developed so they can withstand various kinds of harsh conditions.
Moreover, updating or strengthening this infrastructure can, where done
appropriately, also be a manifestation of resilience. Sometimes the necessary
adaptation is so extensive that it embodies complete reinvention.

Reinvention is a far more recent word than crisis. The concept however,
which embodies principles that far predate the word’s creation and absorption in
the English lexicon, requires no lesser an analysis to be understood.
Fundamentally, reinvention denotes the process of creating something
profoundly new from something already in existence. For museums that face a
crisis of diminishing relevance and therefore legitimacy, reinvention can
comprise an effective form of crisis management. Such situations manifest from
the misalignment between museums and the social system they inhabit, an
incessant prospect. The analysis of this poses a challenge to researchers through
reinvention’s near infinite variability. In the organisational context, however, the
challenge can be overcome by investigating the issues and ideas behind a
museum’s dissatisfaction with its status quo, its contrasting desired state and the
practical steps necessary towards reaching its desired state.

This chapter is the last of the background chapters setting out how the
thesis was produced. Over the following six chapters, the thesis commences
with the constituent study proper. In the next chapter, it historically
contextualises the Imperial War Museum as an institution, organisation and
museum. Drawing on the relevant issues and ideas discussed above, it shows
that the Imperial War Museum of the Second World War era embodies many
current features of institutions, organisations and museums, demonstrating the
contemporary relevance that this study can have for both professionals and

scholars with concern for museums and crisis management.
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Chapter 5 The Imperial War Museum, 1917-1939: Institution,

Organisation and Museum

5.1 Chapter Introduction
Crisis and change are two inevitabilities facing museums over their existences.
Although the nature and extent of these cannot be certain until after the fact,
what can be certain is that their outcomes, big or small, will have far reaching
consequences. The crisis-conducive situation and change experienced at the
Imperial War Museum during the Second World War, considered over the
forthcoming chapters, demonstrate this. IWM, as it is known today, comprises a
museum on all war and armed conflict involving the United Kingdom, British
Empire and the Commonwealth since 1914. Yet this broad, open-ended subject
remit has not always existed there. Over the period 1917 when the Imperial War
Museum was founded until 1939 when the Second World War commenced, it
comprised a museum on the First World War, or Great War, only. The Second
World War ended this paradigm however, bringing about a crisis-conducive
situation and change which only ended once the museum’s raison d étre and
rationale were reconfigured to align with the new societal context. It can be
posited, therefore, that the Imperial War Museum which exited the Second
World War in 1945 was very different from the museum which entered in 1939.
To understand everything that occurred at the Imperial War Museum over
the Second World War, an appreciation of its physical and metaphysical
contexts before the conflict is needed. Museums are more than just museums.
They are also institutions and organisations: constructs that raise philosophical
and practical implications for the way museums exist and how crisis can affect
them. These contexts are the focus of the current chapter. Undertaking such a
survey is important to the arguments made over the following pages. Through
profiling holistically the form of the interwar Imperial War Museum, | expose in

this chapter vulnerabilities that the approaching Second World War placed on it.
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This chapter explores the above over three substantive sections. The first
section (5.2) surveys the Imperial War Museum as an institution. It discusses the
sources of power and legitimacy of the museum as the Second World War
neared, analysing how the museum was influenced by society. Through looking
at these issues, the pre-Second World War raison d’étre and rationale of the
Imperial War Museum is considered. The second substantive section (5.3)
surveys the Imperial War Museum as an organisation. It discusses the
architecture of the museum: the museum’s structure, processes and boundaries.
This helps give understanding to the physical and metaphysical character of the
Imperial War Museum before the Second World War. And the third substantive
section (5.4) surveys the Imperial War Museum as a museum. It discusses the
collections and exhibitions of the museum — arguably the museum’s most
indicative facets — analysing their basic features, characteristics, and qualities. In
doing so, the historical context of the Imperial War Museum is presented. This

shows how its collection and exhibition programme came into existence.

5.2 The Imperial War Museum as an Institution

5.2.1 Three pillars of institutionalism

Institutions have been presented in chapter four (see subsection 4.2.1) as
physical and abstract constructs that guide, influence or control the way society
operates and generates knowledge and understanding about itself. They are also
things which advance and perpetuate societal behaviour (North 1990: pp. 3-4;
Scott et al. 1994: p. 68). In doing so, institutions bring structure, balance, and
steadiness to social life. This is achieved through them incorporating what W.
Richard Scott (2014: p. 57) has conceptualised as regulative, normative and
cultural-cognitive elements: the formative components or, as Scott calls them,
‘pillars’, that uphold institutions. Each pillar establishes the basis for
institutional power. They also set whether power is exercised openly or secretly

and implemented forcefully, coercively or consensually (Hoffman 2001: p. 36).
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It is common for institutions to exhibit properties of two or three pillars at
any given moment (Scott 2014: p. 70). It is also common for one pillar to be
perceived as predominant, the individual conception conceivably being
dependent on the beholder’s ontological and epistemological positionality (ibid.:
p. 59). As institutional functionality changes, however, so too can conceptions
about the predominance of different pillars. According to Scott (ibid.: p. 62),
‘institutions supported by one pillar may, as time passes and circumstances
change, be sustained by different pillars’. The Imperial War Museum is a case in
point. Over its first 22 years, its institutional power base can be seen to have

altered as its prevailing social system underwent value shifts.

5.2.2 As a regulative institution

Regulative institutions are understood as human-made institutions which set the
terms of, manage and promote societal conduct. This could be through
establishing rules or codes, monitoring compliance, and sanctioning reward or
punishment for adherence or any breaches (ibid.: pp. 59-64; Hoffman 2001: p.
36). In line with this understanding, the foundation of the Imperial War Museum
Is seen and argued herein as arising through an imperative by the British
government to extract war-winning behaviour from the public.

On 5 March 1917, the War Cabinet approved an idea, submitted by Sir
Alfred Mond, the First Commissioner of Works, the previous month to establish
a national war museum (Condell 1985: p. 15). There are two arguments for this
decision. One is put forward by Diana Condell (2002). Another has been
forwarded by Gaynor Kavanagh (1994). Both are outlined below.

Condell’s (2002: p. 29) argument stems from the tremendous loss of life
sustained by the British Army over the then recent months, particularly from the
Battle of the Somme six months previously. During this offensive, fought over 1
July-18 November 1916, some 250,000 soldiers, predominantly volunteers
recruited at the war’s outset, were killed outright or terminally injured. An

estimated 182,000 were also temporarily incapacitated (Prior and Wilson 2005:
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pp. 300-301). Compounding matters, the casualties were often concentrated in
specific areas: the men having been recruited into so-called ‘Pals battalions’
(Simkins 1996: pp. 240-242). Condell (2002: p. 29) contends that tragedies like
this, alongside other impacts which the war had on society, fundamentally
altered ‘the relationship between citizen and the state’; ‘for the first time, [the
country fought] a truly national war’. Accordingly, people started searching for
conduits through which to make commemorations. When these could not be
found, they started erecting street shrines while local newspapers and other
periodicals printed ‘rolls of honour’ (Kavanagh 1994: pp. 117-119). Some state
recognition was therefore needed (Condell 1985: pp. 14-15; Condell 2002: 29).
Kavanagh’s (1994: pp. 121-122) argument, by contrast, stems from two events
that occurred during late-1916 and early-1917. The first was a political coup on
6 December which saw David Lloyd George replace Herbert Asquith as the
British Prime Minister. The second was Lloyd George’s subsequent
restructuring of the United Kingdom’s propaganda machine on 20 February.
The new Prime Minister wasted no time in consolidating his new position.
He revamped the country’s prosecution of the war by overhauling various
government departments. He also saw the war effort flounder through low
morale from high casualties and increasing privations and realised the
importance opinion forming had in combatting it (Cassar 2009). After receiving
reports about the rather disorganised nature of the existing propaganda bureau,
he arranged for the War Cabinet to approve the organisation’s supersession. In
its place was established the Department of Information: a more focussed, less
fragmented body with greater scope for domestic opinion forming formation
(Monger 2012: pp. 24-26). This occurred two weeks before the 5 March 2017
decision to found a national war museum. Kavanagh (1994: p. 122) questions
therefore whether ‘the National War Museum was part of a much larger
initiative on propaganda, aimed at combatting war weariness’. The
establishment of the National War Aims Committee, five months after the 5

March decision, adds credence to this argument (Monger 2012: p. 17).
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The arguments put forward by Condell (2002) and Kavanagh (1994) for
the foundation of the Imperial War Museum draw on completely different
reasoning. Their conceptualisations regarding the museum as an institution
therefore also totally differ. Condell (2002) argues that the Imperial War
Museum was founded to satisfy public need for some formal commemorative
outlet. As such, she infers the creation of an institution geared toward social and
cultural healing and cohesion: one resting, predominantly, on the cultural-
cognitive column, which is discussed more below (Scott 2014: pp. 66-70). This
diverges from the institution conceptualised by Kavanagh (1994), however, who
argues that the Imperial War Museum arose from political action to reinvigorate
the country’s fighting spirit. She in contrast infers the creation of an institution
resting predominantly on the regulative pillar (Scott 2014: pp. 59-64).

It can be confidently speculated that both cultural and political need were
factored in the final decision to establish the Imperial War Museum. Yet, when
weighing them up together, the plausibly more prominent stimulus comprised
the political, suggesting the decision derived, as Kavanagh argues, from
operational requirement. Additional evidence supporting this view comes from
the fact that during 1916 the government had closed all national museums and
galleries for cost cutting purposes until the war’s conclusion (Kavanagh 1994:
pp. 36-44). It also tried, unsuccessfully, to halt the construction of the only art
gallery to be built during the war years themselves, the Shipley Art Gallery in
Gateshead (Lang n.y.). Moreover, the initial sum agreed by the government for
the project was set at just £3,000 (Kavanagh 1994: p. 122). Such limited
expenditure implies an expectation of quick returns. In 1823, by contrast, the
National Gallery was established on £60,000 (Conlin 2006: 50). And finally, the
project was initiated and, until 2 July 1920, funded and operated without formal
incorporation by Royal Charter or Act of Parliament (Kavanagh 1994: p. 136;
HC Deb. (1920-1921) 127, col. 1465). From the extant sources available, it
appears that when the Imperial War Museum Act 1920, which did eventually

incorporate the institution as a public body (IWM 2020: p. 54) — or a
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‘Government Museum’,? as the 1923 annual report described the status, one
supported by the Treasury and Office of Works (HC Deb. (1919-1920) 121, col.
1617) — received royal assent, there remained no need to establish the museum
amongst the legislation’s text. This, crucially, is because the museum had
already been established, de facto, via a Class IV vote in Parliament on 27
February 1918 (HC Deb. (1918-1919) 103, col. 1408). According to Kavanagh’s
(1994: p. 136) interpretation of events, that move afforded ‘some recognition of
the museum’s status as a formal, national institution’. By contrast, the Act of
Parliament incorporating the National Maritime Museum some 14 years later did
establish this institution in the legislation’s text, there being no pre-existing
embryonic or appropriately comparable body that could be readily adopted for
the National Maritime Museum (HC Deb. (1934-1935) 291, col. 1496),
notwithstanding the Naval Museum at the Royal Naval College, which the
National Maritime Museum subsumed (National Maritime Museum Act 1934).
The above conclusion suggests that the Imperial War Museum was
originally conceived by the War Cabinet as a short-term, regulative institution.
Although, clearly, it was not geared towards setting and enforcing codified laws
and penalties. Founded to reinvigorate the country’s national war effort, the
museum was rather an institution geared towards stimulating societal conduct.
This occurred by deploying far softer mechanisms, such as targeting emotion.
Consequently, the institution empowered action through inspiring people to act
and fostering guilt amongst and shaming of those who did not (Scott 2014: pp.
60, 63). The initial wartime temporary exhibitions of the institution exemplify
this (Kavanagh 1994: pp. 140-143). At Burlington House and Whitechapel Art
Gallery, for example, women’s war work was heavily profiled with a view to
promoting recruitment of women into the women’s wartime services (Mercer
2013: pp. 335-336). At Whitechapel Art Gallery particularly, live interpretation

made visitors feel much more like participants in the war than spectators.

2 WM, MA, EN1/1/REP/007, typed report, ‘Imperial War Museum: 7th Annual Report (4th
Report of the Board of Trustees), 1923-1924°, p. 1.
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5.2.3 As a normative institution

The First World War ended on 11 November 1918. With that, so too did the
original regulative imperative of the Imperial War Museum. But rather than
wind down the project for having become obsolete, the organising committee
continued their work, eventually opening it on 9 June 1920 at the Crystal Palace,
Sydenham, with a remit akin to a normative institution. Normative institutions
uphold the aims and objectives of society through introducing rigid, mandatory
dynamics which help society assess usefulness, importance and worth in the
social system, and also set the methodology necessary for obtaining them (Scott
2014: pp. 64-66). They hold similarities with regulative institutions by
comprising human-made entities which influence societal conduct (Hoffman
2001: p. 36). The difference, however, lies in their efforts to normalise ideas and
practices, rather than impose them (Scott 2014: pp. 64-66). They achieve this
through dealing in what are known as ‘values’ and ‘norms’. Institutional values
comprise what is perceived and regarded as favoured or popular situations.
Norms are the legitimate means by which values are strived for (ibid.: p. 64).

It could be argued therefore that during the First World War the Imperial
War Museum did not comprise a predominantly regulative institution, but rather
a normative one. Such an argument has not been subscribed to here, however.
This is because regulative institutions, as Scott (2014: p. 60) conceives them,
embody an instrumental logic, the apparent rationale behind the Imperial War
Museum (Kavanagh 1994). Normative institutions, by contrast, embody a logic
geared towards setting out what is and is not appropriate in society: whether
they cohere with the accepted values and norm thereof (Scott 2014: p. 60).

The opening ceremony of the Imperial War Museum in 1920 was
attended by royalty, clergy, politicians, officers and other dignitaries.
Newspaper reports describe an event underpinned by solemn Christian religious
acts. It was a symbolic moment, marking what was widely believed at the time
as the start of an enlightened, peaceful age (see, for example, anon. 1920a; anon.
1920b; anon. 1920c; anon. 1920d). Sue Malvern (2000: p. 185) similarly

95



interprets the event as ‘a funeral or laying-to-rest of the nation’s trauma and
loss’. Addressing King George V at the opening, Sir Alfred Mond spoke of how:
‘The Museum was not conceived as a monument of military glory, but rather as

a record of toil and sacrifice’. In response to this, The King stated that:

We cannot say with what eyes posterity will regard this Museum, nor
what ideas it will arouse in their minds. We hope and pray that as the
result of what we have done and suffered they may be able to look back
upon war, its instruments and its organisation as belonging to a dead

past.®

These words came to epitomise the mission of the institution over the interwar
years as making a representation of the ‘war to end all war’.

The values which the Imperial War Museum dealt with throughout the
interwar years revolved around an understanding that the Allied victory over the
Central Powers had been costly for the country, involving major sacrifices in life
and financial and material resources, but necessary. The museum conveyed this
through a message which stated that the war had been hard-won owing to a
united effort (Malvern 2000: pp. 185-187). It avoided triumphalism, though did
set out to explain why the United Kingdom had become involved (ibid.: 187-
188; Cooke and Jenkins 2001: p. 385). The exhibitions, however, presented
more nuanced interpretation, which complicated this intended message
(Wellington 2017: p. 244). In one sense they were commemorative. The objects
became treated as ‘sacred relics’ (Cornish 2004: p. 46): a term from Christian
theology for an object comprising the physical remains of, or which has been
touched by, a saint (Geisbusch 2012: p. 202). But in another sense they were

also technical. At the same time, the objects on display drew heavily on material

$TWM, MA, EN1/1/REP/003, typed report, ‘Third Annual Report of the Imperial War
Museum, 1919-1920°, p. 3.
4 1bid., p.4.
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detail (Wellington 2017: pp. 244-247). Alys Cundy (2017c: p. 266) rationalises
this by describing them as possessing an interpretive hybridity: ‘The museum’s
objects were perceived to function as items of technical education and interest,
but also as “actual” remains with a physical connection to the past’. Overall,
therefore, the visitor was pushed towards multiple meanings.

The norms which the Imperial War Museum dealt with towards achieving
those values involved instilling an air of reverence and commemoration to
remembrance. It must be emphasised that the institution was not, nor ever has
been, an official memorial. Yet throughout the interwar years, the institution
comprised a de facto centre for commemoration. This resulted not only from the
commemorative qualities maintained by the exhibits discussed above, but also
the practice at the institution of scattering memorialising items throughout the
galleries and other spaces such as entrances, stairways, corridors and vestibules.
Sometimes, both historical exhibits and memorialised items exhibited together.
Drawing on Michel Foucault’s (1986) ideas about heterotopia — the concept that
some piece of defined space holds meaning which juxtaposes, disturbs or
intensifies the space surrounding it — Cundy (2015b: p. 254) suggests this was
undertaken ‘to establish a system of representation that differed from yet also
transcended, and thus provided the backdrop to, the informative main displays’.

In one early example, visitors at the Imperial War Museum could see the
preserved field gun from L Battery, Royal Horse Artillery, deployed at the
Affair of Néry during September 1914, placed alongside the original,
temporarily intended wood and plaster cenotaph designed by Sir Edwin
Landseer Lutyens (ibid.: pp. 254-255). This gun was only one from L Battery to
survive the skirmish, its crew each being awarded the Victoria Cross for their
actions (Hulton 2014: pp. 87-88). In another, later example, when the museum
had been located at the Imperial Institute, South Kensington, over 1924-1936,
the cenotaph became placed alongside other commemoratory elements at the
entrance. This enhanced the institution’s commemorative quality, as visitors

came into contact with the sentiment when they entered the galleries (Cundy
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2015b: pp. 257-258). On passing through this heterotopic, memorialised
installation — a socially constructed control apparatus — the commemorative
elements presented the arriving visitors with sentiments of remembrance. They
then conceivably carried these sentiments with them through the galleries,
conforming their behaviour to the museum’s desired standards of thought,
meaning making and deference (see Lahlou 2018). In another, even later
example, from when the museum was located at the former-Bethlem Royal
Hospital building, Southwark, where it remains today, the cenotaph became
placed alongside artwork in the picture gallery.® Here it overtly filliped or
instigated a commemorative reception to the paintings displayed there,
depending on the art (Malvern 2000: pp. 188-189). Consequently, the Imperial

War Museum became a veritable sanctum of memorialisation for British society.

5.2.4 As a cultural-cognitive institution

Cultural-cognitive institutions are those which represent the cultural frameworks
that make up the social system. Occurring organically, they are built on and
perpetuate orthodoxy: what society considers right and proper (Scott 2014: pp.
60, 66-70; Hoffman 2001: p. 36). Throughout the interwar years, the Imperial
War Museum increasingly echoed British society’s concerns for peace. It did
this by profiling anti-war messages about war’s futility alongside the
commemorative-technical messages. In doing so, the museum became
increasingly reliant, if not completely dependent, on the cultural-cognitive pillar
to make relevant representations (Malvern 2000: p. 192). The incorporation of
anti-war messages in the exhibitions of the Imperial War Museum reached its
zenith during the 1930s. One reason for this was the museum’s relocation in
1935 to the former-Bethlem Royal Hospital building, Southwark. An erstwhile

mental asylum, the building augmented its ‘war to end all war’ rhetoric with the

®IWM, MA, EN1/1/REP/032, typed report, ‘Imperial War Museum: 19th Report of the
Director-General and of the Curator and Secretary to the Board of Trustees for the Years
1935-1936 and 1936-1937’, p. 5.
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idea that war represented insanity (ibid.). As Martin Conway, Lord Conway of
Allington, the museum’s first Director-General, stated during a House of Lords
debate on the relocation: ‘I do not think that a lunatic asylum is at all a bad place
for a War Museum’ (HL Deb. (1932-1933) 86, col. 152).

Another likely reason was the prospect of yet further European war,
which had stimulated widespread public revulsion and anti-war sentiment over
the 1920s and 1930s across the United Kingdom (Davis 2017). And yet,
ironically, this occurred against renewed interest in the museum from the public,
who sought information about what might be expected from another armed
conflict. The government also conducted urgent war research using the
museum’s diverse collection.® Responding to this interest, Leslie Ripley
Bradley, the museum’s second Director-General and person who would steer it
through the Second World War, lamented in the 1938-1939 annual report that:

it cannot be too strongly emphasised that such are not the functions which
the Museum was founded to perform, but rather was it to show the futility
of war, and that its heroism is bought at all too dear a cost. It was to make
an historical record of the war ‘that was to end war’, and not of the first of

a series of world wars, each more terrible than the last.’

This adherence was despite the original concept having already strictly speaking
been nullified following many other brutal conflicts (see Ziegler 2016).

The continued observance of the ‘war to end all war’ narrative by the
Imperial War Museum was not through ignorance or blind obeyance. Society
must have granted it new meaning. This is plausible because understanding of
concepts often accumulates — or loses — nuance over time. As Stuart Hall (2013:

p. 10) explains: ‘meaning does not inhere in things [...]. It is constructed’. This

® WM, MA, EN1/1/REP/032, typed report, ‘Imperial War Museum: 21st Annual Report of
the Director-General to the Board of Trustees’, p. 1.
" Ibid.
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speaks to the idea of the cultural-cognitive institutionalisation. Through public
interaction, the ‘war to end all war’ notion altered depending on how people
conceived the world around them (Scott 2014: p. 67). Malvern’s (2000: p. 181)
analysis of the evolving societal reception to King George V’s remarks at the
institution’s opening ceremony, which hinged on the understanding that the First

World War was the ‘war to end all war’, supports this premise:

Just after 1918, it could reinforce a mood of national mourning but it
could also make criticism of the war seem like a dishonouring of the dead.
By the mid 1930s, the statement might have been read as a powerful

desire to avoid another war.

It can be posited therefore that by April 1939 the notion of the ‘war to end all
war’ had held various nuanced meanings since first being coined. Initially,
during the war itself, the words may have offered messages intended to
galvanise the population into defeating the Central Powers. Then, immediately
after the war, it may have presented messages intended to help alleviate the
nation’s shock at what had transpired. Next, as the country healed and families
grieved over the 1920s, it may have communicated messages intended to
reassure loved ones left behind. And finally, with another European war looking
likely over the 1930s, it may have conveyed messages intended to warn against
history repeating itself. The Imperial War Museum drew on this cultural-
cognitive institutionalisation. In doing so, it ensured the museum was viewed as

connected or in touch, rather than at odds, with the prevailing cultural beliefs.

5.3 The Imperial War Museum as an Organisation

5.3.1 Components of organisation

Organisations have been presented in chapter four (see subsection 4.2.2) as
systemic entities established to help realise aims and objectives (North 1990: pp.

3-5). Museums comfortably embody this general understanding, possessing
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many commonalities with other organisations (Sukel 1994). As systemic
entities, organisations are the sum of manifold parts. When combined and
coordinated, these parts synergise to produce outcomes. There are multiple ways
of theorising organisations. One effective approach is offered by Child (1984;
2005), who accomplishes this by breaking organisations down into their
physical and metaphysical elements under three main categories — structural,
processual and boundary crossing components — and by analysing their roles.
The first category comprises structural components. These constitute the
metaphorical flesh and bone of an organisation and are subdivisible into two
further categories. Basic structural components allocate responsibility among
organisational agents — their personnel — along with the necessary physical and
metaphysical resources to see that responsibility met (Child 2005: pp. 6-7).
Procedural components set how an organisation acts and behaves, such
components including rules and standards, schedules and systems. The second
category comprises processual components. Comprising ‘integration’, ‘control’
and ‘reward’ measures, these enable an organisation to achieve the best possible
productivity by aligning the cognitive and physical exertions of its workforce
(ibid.: pp. 8, 12-13). And the third category comprises boundary crossing
components. Many organisations today regularly cross boundaries by letting
their departments share areas of concern, aims and objectives, and even
resources with other internal departments (ibid.: pp. 8, 15-17). Some even cross
boundaries by outsourcing certain aspects of their operation to other
organisations. This move supposedly lets the outsourcing organisation focus on
their principal activities (ibid.: pp. 9, 15-16). Such behaviour was once rare in
organisation. The sharing of departmental aims and objectives and resources, for
example, used to be considered uncontrollable, wasteful and chaotic, while

outsourcing potentially threatened organisational autonomy (ibid.: p. 8).
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5.3.2 Management

At the start of the Second World War era the Imperial War Museum had
developed a five-tier hierarchical organisational chain of command, not
including assistants, which became the basis for its basic structure. Figure 1
demonstrates the structure that the museum took from 1933 until 1939. Such
structuration is often found underpinning museums (Genoways and Ireland
2003: pp. 40-41), facilitating the so-called Classical Approach to organisational
management formed by Henri Fayol (Fopp 1997: pp. 11-15).

From 1936, the most senior staff member, occupying the second tier, was
Leslie Ripley Bradley as Director-General, depicted in Figure 2.8 Responsibility
for daily decisions made at the Imperial War Museum lay ultimately with him
(Miller 2018: pp. 29-44). An alumnus of St John’s College, Oxford, and a
veteran from the First World War, Bradley joined the Imperial War Museum
during 1917. He started work there as a storekeeper, specialising in posters after
being medically discharged from the British Army during 1916.° Over his career
at the Imperial War Museum, Bradley climbed the ladder, gaining skills,
knowledge, and experience; responsibility; and positions of authority. In 1933,
he succeeded Charles ffoulkes as Curator and Secretary and in 1936 Lord

Conway as Director-General and Accounting Officer (anon. 1968).

8 IWM, MA, EN1/1/REP/032, typed report, ‘Imperial War Museum: 17th Annual Report of
the Director-General and of the Curator and Secretary to the Board of Trustees, 1933-1934",
pp. 1-2; IWM, MA, EN1/1/REP/032, typed report, ‘Imperial War Museum: 18th Annual
Report of the Director-General and of the Curator and Secretary to the Board of Trustees,
1934-1935’, pp. 1-2; IWM, MA, EN1/1/REP/032, typed report, ‘Imperial War Museum: 19th
Report of the Director-General and of the Curator and Secretary to the Board of Trustees for
the Years 1935-1936 and 1936-1937’, pp. i-ii; IWM, MA, EN1/1/REP/032, typed report,
‘Imperial War Museum: 20th Annual Report of the Director-General to the Board of
Trustees’, pp. i-ii; IWM, MA, EN1/1/REP/032, typed report, ‘Imperial War Museum: 21st
Annual Report of the Director-General to the Board of Trustees’, pp. i-ii.

% The National Archives (TNA), WO 339/54103, typed letter, Davies to Bradley, 29
September 1916.
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Board of Trustees

Standing Committee

Director-General, Curator,
Secretary and Accounting

Officer:
L. R. Bradley, OBE

Clerk in Charge of
Accounts and
Establishment:

A.J. Charge

Finance

Library

Assistant in Charge:

H. Foster

Foreman Photographer:

Shorthand Typists:
Miss D. G. Brown and
Miss A. M. N. Knox-

Thomas

Dark Room Typist:

Miss E. M. Bellas

R. F. Abbott

Assistant Accounting
Clerk:
Miss G. M. Tubb

Junior Assistant:
L. P. Yates Smith

|
Works of Art, Medallions, Photographic Records Stores and Subordinate
Maps, Air Photographs, Section Staff
War Currency and Stamps Assistant in Charge: Superintendent:
Assistant in Charge: A J. Insall % Captain W. Mallandain,
Ernest Blaikley, FRSA o MC
Foreman:
Clerk: Clerk: J. Porter Photographic Assistant:
E. C. Mitchenall W. F. Phillips (name extant for 1933- P. C. Head
1935)

Assistant Foreman:
D. A. Dennis
(name extant for 1933-

35)

X35 Museum Attendants
(x33 for 1933-1935)

Repairer and Map Mounter|

Carpenter

X2 Women Cleaners
(x1 for 1933-1935)

Figure 1 — The hierarchy of the Imperial War Museum over the financial years 1933-1939 with staff names where these remain extant.




A peculiarity of Bradley’s employment at the Imperial War Museum is
that when he became Director-General and Accounting Officer, nobody
assumed the roles of Curator and Secretary.

Rather, throughout his tenure as chief executive,

Bradley held all four positions simultaneously.°

It goes without writing, therefore, that together,

these roles afforded him considerable

discretionary decision-making capabilities and

broad, direct responsibility. Drawing on Child’s

(2005: pp. 6-9, 12) terminology, retaining those

previous positions eventually made Bradley, as

an agent, a critical structural component, with Figure 2 — Leslie Ripley Bradley.
responsibility for setting the rules, systems and  Copyright status unknown. Sourced
standards of the museum and controlling their from the Times (anon. 1968).
application. It also explains why so many documentary sources cited in this
study derive from him and, through doing so, the biographical quality the study
sometimes attains. Consequently, owing to the lack of sources attributable to
other actors at the Imperial War Museum over the period under consideration,

actions considered herein are framed as being taken by the institution.

0 TWM, MA, EN1/1/REP/032, typed report, ‘Imperial War Museum: 17th Annual Report of
the Director-General and of the Curator and Secretary to the Board of Trustees, 1933-1934°,
pp. 1-2; IWM, MA, EN1/1/REP/032, typed report, ‘Imperial War Museum: 18th Annual
Report of the Director-General and of the Curator and Secretary to the Board of Trustees,
1934-1935°, pp. 1-2; IWM, MA, EN1/1/REP/032, typed report, ‘Imperial War Museum: 19th
Report of the Director-General and of the Curator and Secretary to the Board of Trustees for
the Years 1935-1936 and 1936-1937’, pp. i-ii; IWM, MA, EN1/1/REP/032, typed report,
‘Imperial War Museum: 20th Annual Report of the Director-General to the Board of
Trustees’, pp. i-ii; IWM, MA, EN1/1/REP/032, typed report, ‘Imperial War Museum: 21st
Annual Report of the Director-General to the Board of Trustees’, pp. i-ii.
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5.3.3 Staffing

Above Bradley, occupying the first tier, sat the Trustees: ‘a body corporate [...]
with perpetual succession and a common seal, and power to acquire and hold
land without licence in mortmain’ (Imperial War Museum Act 1920). These
were the guardians of the Imperial War Museum who acted ‘on the authority’ of
the Imperial War Museum Act 1920 (IWM 2020: p. 54).1* As the most senior
agents, responsibility for setting its course, policies and agenda lay with them,
their interests usually being represented by a Standing Committee which met on
four occasions during 1939 (Child 2005: pp. 6, 9, 11).12 Below Bradley,
occupying the third tier, were six departmental managers, each deputised by an
assistant, excepting the Superintendent.!® These were specialist personnel who
focussed their energies undertaking the work of the department in which they
were based (ibid.: pp. 6, 10-11; Schlatter 2016). Occupying the fourth and fifth
tiers, below the Superintendent, sat up to 56 staff comprising around 50 men and
6 women: on the fourth tier a Foreman and Assistant Foreman, and on the fifth

tier Museum Attendants, a Repairer and Map Mounter, a Carpenter and two

1 bid.; IWM, MA, EN2/1/STA/009/4, typed letter, anon. to Stokes, 11 January 1945, p. 1.
121WM, MA, EN2/1/ACC/004/7, typed letter, Forsdyke to Bradley, 5 February 1941; IWM,
MA, EN1/1/COB/049, see meeting minutes contained therein for the four meetings held over
1939.

13 1WM, MA, EN1/1/REP/032, typed report, ‘Imperial War Museum: 17th Annual Report of
the Director-General and of the Curator and Secretary to the Board of Trustees, 1933-1934°,
pp. 1-2; IWM, MA, EN1/1/REP/032, typed report, ‘Imperial War Museum: 18th Annual
Report of the Director-General and of the Curator and Secretary to the Board of Trustees,
1934-1935°, pp. 1-2; IWM, MA, EN1/1/REP/032, typed report, ‘Imperial War Museum: 19th
Report of the Director-General and of the Curator and Secretary to the Board of Trustees for
the Years 1935-1936 and 1936-1937’, pp. i-ii; IWM, MA, EN1/1/REP/032, typed report,
‘Imperial War Museum: 20th Annual Report of the Director-General to the Board of
Trustees’, pp. i-ii; IWM, MA, EN1/1/REP/032, typed report, ‘Imperial War Museum: 21st
Annual Report of the Director-General to the Board of Trustees’, pp. i-ii.
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Women Cleaners.* These were the support staff (Schlatter 2016). Their work
revolved around performing schedules towards the upkeep and operation of the
museum: invigilation, cleaning, maintenance, etcetera (Child 2005: pp. 7, 12).

The nature of Bradley’s employment effectively removed an entire tier of
middle management from the organisation. While this may have provided
departmental managers with the potential to operate their respective departments
as they saw fit, it more likely resulted in power being centralised and
consolidated around him. It also ensured that he, in his capacity as Curator, was
responsible for integrating and coordinating the activities of the museum (ibid.:
pp. 8, 12-13). Either way, flatter organisational structures such as this can be
very beneficial. It devolves organisational decision making to the staff who
carry out the work, making them more accountable for their actions. It also
breaks down stratified departmental boundaries, thereby potentiating better
internal organisational collaboration. Yet any museum considering transferring
from a hierarchical personnel structure to a more horizontal one should consider
whether the organisation can afford the change. Despite the benefits such basic
structures can provide, the process by which this arrangement is achieved —
effectively removing the middle management, often senior curators — may have
negative consequences for the museum. After all, it can potentially result in the
museum losing the knowledge, skills and experience possessed by the personnel
who once held those middle management positions. As Genoways and Ireland
(2003: p. 40) warn: ‘These are staff members whose knowledge museums can ill
afford to lose’. In the case of the Imperial War Museum during the 1930s
however, such concerns were less pronounced, what with Bradley’s retention in
the institution and, most importantly, his various middle management roles.

As with all comparable organisations, the Imperial War Museum
incentivised its agents by rewarding them for their labours towards realising its

aims and objectives (Child 2005: pp. 8, 13). The nature of the reward however

4 1bid.
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depended on the individual agent and their position. For the Trustees, this
comprised the socio-cultural capital that holding such positions afforded them, a
trusteeship being an entirely voluntary role (Miller 2018: p. 15). For the rest, the
basic reward was remuneration at varying rates. Those of seniority could also be
rewarded with nomination to the civil service, which offered benefits such as

greater job and pension security (Chapman 2004: pp. 41-45).

5.3.4 Departments

The six specialist departments which Bradley oversaw were Finance; Library;
Works of Art, Medallions, Maps, Air Photographs, War Currency and Stamps;
Photographic Records Section; Stores and Subordinate Staff; and Dark Room.*®
Excepting the Stores and Subordinate Staff departments, which employed the
majority of the museum’s staff, each department comprised just two personnel: a
manager — often called an ‘officer’,® to use the museum’s own terminology —
who looked after it, and an assistant.}” The museum’s roster also lists a typist
and two shorthand typists without any clear departmental affiliation.*8

Consequently, it is reasonable to assume that these typists worked across all of

15 1bid.

16 ]WM, EN1/1/STA/004, see documents contained therein.

1 TWM, MA, EN1/1/REP/032, typed report, ‘Imperial War Museum: 17th Annual Report of
the Director-General and of the Curator and Secretary to the Board of Trustees, 1933-1934’,
pp. 1-2; IWM, MA, EN1/1/REP/032, typed report, ‘Imperial War Museum: 18th Annual
Report of the Director-General and of the Curator and Secretary to the Board of Trustees,
1934-1935°, pp. 1-2; IWM, MA, EN1/1/REP/032, typed report, ‘Imperial War Museum: 19th
Report of the Director-General and of the Curator and Secretary to the Board of Trustees for
the Years 1935-1936 and 1936-1937’, pp. i-ii; IWM, MA, EN1/1/REP/032, typed report,
‘Imperial War Museum: 20th Annual Report of the Director-General to the Board of
Trustees’, pp. i-ii; IWM, MA, EN1/1/REP/032, typed report, ‘Imperial War Museum: 21st
Annual Report of the Director-General to the Board of Trustees’, pp. i-ii.

18 1bid.
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the departments including with the Director-General, for very little bureaucratic

documentation preserved in the archives has been handwritten.

5.3.5 Relationships
Over its development the Imperial War Museum had created a culture of
fostering and maintaining relationships and interactions with other
organisations. These can be extremely beneficial to the museal ecology. They
foster opportunities for bilateral exchange of knowledge, skills, experience and
support (Ambrose and Paine 2018: pp. 370-374). Such examples from the
Imperial War Museum during the 1930s include those with the Standing
Commission on Museums and Galleries, which advised the government on
national museum and gallery matters (Carlisle 1991); the Museums Association,
which promoted professional standards in museums (Lewis 1989); and, of
course, museums themselves: national museums such as the British Museum,
Science Museum and the National Maritime Museum; provincial museums such
as the London Museum, Bethnal Green Museum; and those from overseas, such
as the Australian War Memorial.2® Interestingly, the directors of two other
national museums, the British Museum and the Science Museum, were also
Trustees of the Imperial War Museum.?® This arrangement may have been made
to compensate for the limited museological expertise there as discussed below.
Of equal importance were the Imperial War Museum’s relationships and
interactions with the government ministries and departments responsible for

supporting the museum and/or appointing its Trustees. These ensured the

¥ 1WM, MA, EN1/1/MUSG/005, see documents contained therein; IWM, MA,
EN1/1/MUSG/016, see documents contained therein; IWM, MA, EN1/1/MUSG/013, see
documents contained therein; IWM, MA, EN1/1/MUSG/011, see documents contained
therein; IWM, MA, EN1/1/MUSG/006, see documents contained therein; IWM, MA,
EN1/1/MUSG/021, see documents contained therein.

20 WM, MA, EN2/1/COB/040, see documents contained therein; IWM, MA,
EN2/1/COB/049, see documents contained therein.

108



organisation remained operational both in the present and the future. The two
most significant relationships were those maintained with the Treasury and the
Office of Works, which became the Ministry of Works during 1940. Although
the museum had officially been constituted as an independent government
department, it was legally required to defer much of its autonomy to the
Treasury.?! In this sense, the Treasury effectively monopolised the museum,
being responsible not only for funding the museum, but also for appointing 11 of
the museum’s 24 Trustees (Imperial War Museum Act 1920). The Office and
later Ministry of Works had responsibility for overseeing the maintenance and
development of the museum’s premises as a public building. Its ministerial head
also sat on the Board of Trustees in an ex officio capacity (ibid.). Other
governmental ministries or departments which the museum maintained a close
relationship with were the War Office, the Air Ministry, the Colonial Office and
the India Office, whose ministerial heads selected one Trustee each; and the
Admiralty and the Board of Education, whose executive committees also had
responsibility for selecting one Trustee each (ibid.).

One particular relationship fostered over the 1920s and 1930s provides an
interesting example of organisational boundary crossing discussed above. As
Child (2005: p. 8) remarks, this was unusual at the time. On being formally
established in 1920, the Imperial War Museum became responsible for the care
and preservation of the country’s official war cinematograph films — a new and
exciting yet hazardous technology through being highly flammable. Not having
the skills to undertake this work however, the museum was forced to outsource
it to the government’s cinematography advisor, Edward Staple Foxen Cooper,
then based at the Foreign Office. The arrangement quickly evolved. After
several few months, the museum formally employed Foxen Cooper on a part-
time basis, shared with the Foreign Office and HM Customs and Excise, until he
retired in 1934 (Smither and Walsh 2000: p. 188-189). No documentation has

2L WM, MA, EN2/1/STA/009/4, typed letter, anon. to Stokes, 11 January 1945, p. 1.
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been found to indicate whether Foxen Cooper was replaced thereafter. Indeed, it
suggests the skills he brought with him had been absorbed over his tenure. This
IS posited because after Bradley retired as Director-General in 1960, the Trustees
retained Bradley’s services on a part-time basis to rationalise the Imperial War

Museum’s film collection, requiring those skills (Frankland 1998: p. 165).

5.3.6 Public interaction
Much the same can be written about the attitude of the Imperial War Museum
towards the public at large. Integral to the organisation’s public profile and
legitimacy were the relationships it founded with organised groups from its
constituencies. There are numerous examples recorded in documentation held by
IWM’s Museum Archive, for example, of interaction onsite between the
museum and the armed services, schools, service associations and youth
organisations — groups which would often visit the museum for instructional
and/or recreational purposes. Eager to be used, the museum became receptive to
requests for assistance by core and other constituency groups which might see
that outcome realised and would try to facilitate them where it could.??> Museums
can often seem like unattractive, hostile or irrelevant amongst different
communities (Hooper-Greenhill 1994: p. 20). By engaging with many
constituency groups such as schools and service associations, the Imperial War
Museum could potentially extend its reach to previously untouched constituents.
Aside from establishing and maintaining relationships with constituency
groups, the Imperial War Museum also developed an ethic of interacting with
constituents individually. It did this by rigorously responding to enquiries
received both through the post and by telephone.? The voluminous collection of
public correspondence for the period which this study covers preserved in

IWM’s Museum Archive comprises a remarkable source of social history. They

2 WM, MA, EN1/1/MUS/024, see documents contained therein.
23 |bid.
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convey information about people and their emotions that cuts through the
bureaucratic material largely comprising the preserved documentation. What is
so striking from reading them is the extent to which the museum would respond
with personalised messages. Even the most mundane and monotonous enquiry,
such as those requesting the museum’s opening times and facilities, were usually

answered by the Director-General himself, or at least in his name.

5.4 The Imperial War Museum as a Museum

5.4.1 Museum collections and exhibitions

Museums have been presented in chapter four (see subsection 4.2.4) as diverse
entities which variously preserve and present the material and intangible culture
of society. This means that no two museums are the same. But when stripping
back any museum to its most essential features, two commonalities can usually
be observed. The first is a collection of heritage assets aquired from the social
system (Campbell and Baars 2019: p. xvi). The second is a series of exhibitions
which present those assets to the public (Lord, Gail Dexter 2001: p. 1).

As caretakers of society’s history and heritage, museums collect and
preserve material that represents the lived environment, both social and
scientific. These objects form the basis for museum collections, which museums
hold in trust. There are multiple typologies of objects comprising museum
collections. Suzanne Keene (2015: pp. 26-31) identifies four main examples
applied in this study. These include objects for visual enjoyment, functional
objects, objects for research, and place- and people-based objects. A recently
arising fifth typology concerns virtual objects, however these are not considered
herein (ibid.: p. 31). Few collections comprise just one typology. Many
museums, no matter their subject remit, possess material drawn from all four.

Objects for visual enjoyment are those which have been collected to
please the eye. They often feature in fine and decorative art collections but could
conceivably feature in any collection with aesthetic appeal (ibid.: p. 27).

Functional objects, by contrast, are those which have been collected to
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demonstrate practical use or design. They often feature in industrial collections
of machinery such as boats, vehicles or aeroplanes, or design collections of fine
pieces of precision engineering such as time pieces and instruments (ibid.: pp.
27-29). Objects for research, by contrast again, are primarily those which have
been collected to be studied rather than exhibited. They often comprise archives
or de facto archives, which raises important questions about what comprises an
object, and whether an accession comprising multiple pieces represents one
object or more (ibid.: p. 29). For this study, an object is any sole or assembled
item that has been selected to be preserved. And finally, place- and people-based
objects, by contrast again, are those which have been collected because they
support a museum’s raison d’étre and rationale. They often represent the bulk of
most museum collections (ibid.: pp. 29-31). It is important to emphasise that an
object will not necessarily embody one typology. A place- and people-based
object could also comprise a functional object, a functional object could also
comprise an object for visual enjoyment, and an object for visual enjoyment
could also comprise an object for research. This potential overlap means that
some objects could, theoretically, embody three typologies or more.

Museum exhibitions help museums fulfil their role as caretakers of
society’s history and heritage. They are key markers in determining a museum’s
performance, and regularly subject to review by critics, professionals and
journalists (see art supplements in newspapers, the Museums Journal and tourist
websites for examples). Through producing exhibitions, museums can
demonstrate responsible stewardship of collections. They can also facilitate
public access to them at varying levels. Both these are important for
demonstrating institutional and organisational legitimacy (Dean 1997: p. 2).

Exhibitions can be effective, informative and efficient mediums. They can
also be outlets for great ingenuity and creativity (Ashford 1998). The success or
failure of a museum exhibition however hinges on its design. This not only
facilitates an exhibition’s presentation but is also key in crafting and

transmitting an exhibition’s messages, and whether and how those messages are

112



received. There exist many considerations that must therefore be engaged with
when curating an exhibition. They include the hosting museum’s mission, values
and vision; the available space; the environment; the narrative being told; the
objects identified for display, their contribution to the narrative and arrangement
in the space; the methods of interpretation; lighting, sound and other sensory
attributes; etcetera (Bogle 2013). All these will greatly impact on an exhibition’s
dynamics, with the slightest imbalance potentially ruining the visitor experience.

This observation about the fundamentality of collections and exhibitions
to museums is not novel. By 1939, the museum sector in the United Kingdom
had slowly mutated into a sector with basic professional attributes and standards
recognisable today. This progress came about following the foundation of the
Museums Association via three reviews conducted into museums and museum
practice which heavily influence its direction (Pearson 2017: p. 45; see Miers
1928; Royal Commission on National Museums and Galleries 1928; Royal
Commission on National Museums and Galleries 1929; Royal Commission on
National Museums and Galleries 1930; Markham 1938). Improvements were
recommended to museum facilities, exhibition quality and variety, and opening
hours, especially regarding provincial museums (ibid.: 29-30, 39).

These reports identified collections and exhibitions as being key elements
of museums. In particular, the Miers (1928) and Markham (1938) reports were
at pains to point out the importance of fostering rational collections and good
quality exhibition practices. Miers (1928: p. 31) did this by stating that:
‘Museums may be regarded as existing for the purpose of storing, exhibiting and
utilising objects of cultural and educational value’. Markham (1938: pp. 8-9)
designated the collection and preservation of objects and, what he called, the
development of ‘visual education’ as being the first and third great functions of
museums, the second being research. He also acknowledged the perception that
the third function was ‘now growing so greatly important that it completely

overshadows the other two in the public mind’ (ibid.: p. 9).
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5.4.2 Collection

As an active museum on the First World War, the Imperial War Museum
admitted new place- and people-based objects specifically from or concerning
the events of 1914-1918 over the interwar years ranging from matériel and items
from social life, to artwork and books. These also included functional objects,
objects for visual enjoyment, and objects for research (Keene 2015: pp. 26-31).
Information on each accession can be found in the annual reports, with articles
on the most interesting being publicised in the Museums Journal (see, for
example, anon. 1936; anon 1938a; anon. 1938hb).?* But the extent of this
collection work never equalled that undertaken by the organisers over the
museum’s foundation. This is because the material held at the Imperial War
Museum throughout the interwar years was largely amassed during 1917-1920
via a contemporary collecting programme. Such programmes are instigated by
museums so they can collect items from society in the moment during some
protracted phenomenon (Rhys 2011). They secure the ‘raw materials’ (Tosh

2002: pp. 54-82) that facilitate the development of history for future generations

24TWM, MA, EN1/1/REP/004, typed report, ‘Report of the Imperial War Museum, 1920-
1921’; IWM, MA, EN1/1/REP/005, typed report, ‘Fifth Report of the Imperial War Museum
(Second Report of the Board of Trustees), 1921-1922’; IWM, MA, typed report,
EN1/1/REP/006, typed report, ‘Imperial War Museum: 6th Annual Report (3rd Report of the
Board of Trustees), 1922-1923’; IWM, MA, EN1/1/REP/007, typed report, ‘Imperial War
Museum: 7th Annual Report (4th Report of the Board of Trustees), 1923-1924’; IWM, MA,
EN1/1/REP/008, typed report, ‘Imperial War Museum: 8th Annual Report (5th Report of the
Board of Trustees), 1924-1925’; IWM, MA, EN1/1/REP/009, typed report, ‘Imperial War
Museum: 9th Annual Report, 1925-1926’; IWM, MA, EN1/1/REP/010, typed report,
‘Imperial War Museum: 10th Annual Report, 1926-1927°; IWM, MA, EN1/1/REP/011, typed
report, ‘Imperial War Museum: 11th Annual Report, 1927-1928’; IWM, MA,
EN1/1/REP/012, typed report, ‘Imperial War Museum: 12th Annual Report, 1928-1929’;
IWM, MA, EN1/1/REP/013, typed report, ‘Imperial War Museum: 13th Annual Report,
1929-1930’; IWM, MA, EN1/1/REP/015, typed report, ‘Imperial War Museum: 14th Annual
Report, 1930-1931°; IWM, MA, EN1/1/REP/032, see typed reports contained therein.
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(Sullivan 2020; see Hannan and Longair 2017). Formal contemporary collecting
programmes benefit museums because, as Owain Rhys and Zelda Baveystock
(2014: p. 15) explain, amongst other reasons, they ‘capture a fuller more
nuanced record of society whilst material is abundantly available’. This includes
the provenance and other contextual information surrounding the collected
objects — the stories associated with them which transform specimens to objects
with an interesting past, historically very much the focus maintained by the
Imperial War Museum (Cornish 2004: pp. 37-40) — that becomes murkier the
further the collector is from the events (see Milosch and Pearce 2019).
Kavanagh argues that what the organisers achieved during those early years
developed into the most comprehensive collection work undertaken towards a
museum in the United Kingdom (1993: p. 16), and that their achievements have
never been appreciated amongst subsequent generations curators (1988: p. 94).
The organisers of the Imperial War Museum had ambitious aspirations for
its collection. Sir Martin Conway, its first Director-General, for example, had
expressed early on in the organising phase his desire that they collect ‘not only
every type of gun, but a type of each gun in the various stages of its
development’ (quoted in Cornish 2004: p. 37). To assume from this however
that the organisers envisaged a museum purely concerned with preserving and
displaying matériel would be incorrect. By 1917, the United Kingdom was
fighting the First World War on the home front and the front line. In doing so,
the country had transitioned into a total war: where an entire nation and all its
resources are engaged with the war effort, the enemy’s total capitulation (Uhle-
Wettler 1994: p. 1047). The organisers therefore aimed not just to make the
museum’s collection representative of the British military’s exploits per se, but
rather the United Kingdom’s overall total war experience (Cornish 2004: p. 37).
This far-reaching ambition is demonstrated by the considerable number
and variety of collecting subcommittees that the organisers established in 1917.
They initially comprised the Admiralty, munitions, records and literature, Red

Cross, War Office, and women’s work subcommittees. Later that same year, the
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Red Cross subcommittee was dissolved, and the air services and dominions
subcommittees created. The War Office subcommittee never really formed, and
eventually became superseded by the War Office’s own War Trophies
Committee, which transferred to the organising committee. During 1918, an Art
Committee was also formed. In addition, a Canadian Army officer called Major
Henry Beckles Willson who had prior experience of staging war exhibitions for
the Belgian and Canadian relief funds, received employment gathering suitable
artefacts from Belgium and France (Kavanagh 1994: pp. 126-127). Although
collection items were slow to amass at first, the various organisers attacked their
task with much enthusiasm. Their persistence paid dividends. Through
establishing official arrangements with government departments, and by making
repeated public appeals, material started accumulating (ibid.: p. 131).

Such was the intended totality of the collection at the Imperial War
Museum that the organisers sought material which would previously have been
considered worthless, or even junk (Cornish 2012: p. 158), but which is now
considered fundamental by social history museums (Kavanagh 1993: 20). This
has led Malvern (2000: p. 188) to consider the collection as ‘an ethnographic
collection for the display of the British nation-in-arm’. Paul Cornish (2004: p.
37), however, notes that the systematic collecting necessary in achieving the
organising committee’s aspirations, as discussed by Susan M. Pearce (1992: pp.
84-88), was impossible. This is supported by the fact that many ephemeral items
from 1914-1915 remained uncollected into the Second World War years.?!

The organisers of the Imperial War Museum were not only interested in
functional objects and object for study. As already indicated, they also sought
objects for visual enjoyment (see Keene 2015: pp. 26-31). In fact, some more
renowned items acquired over its foundation were artworks. This decision meant
that the Imperial War Museum developed into an extensive gallery of modern
art as well as a museum to war and armed conflict (Malvern 2000: p. 188).

The formation of its art collection began at the county’s propaganda

bureau Wellington House during 1916 (Wellington 2017: 108). This derived
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from increased demand for visual propaganda and records with the impending
onset of conscription the same year, the military’s hostility towards photography
near the frontline, and perception of a dearth of ‘interesting art’ in the capital’s
art institutions (Malvern 2004: p. 14). During 1917, an agreement had been
reached between the organising committee and the Department of Information —
which had replaced Wellington House — that the latter’s eventual collection
would be transferred over to the Imperial War Museum (Kavanagh 1994: p.
138). This agreement came in doubt however when the Department of
Information was replaced with the Ministry of Information, headed by William
Maxwell Aitken, 1st Baron Beaverbrook — a known opponent of the museum —
who also established British War Memorials Committee for commissioning
commemorative war art (Wellington 2017: p. 114). To avoid ending up with no
art at all, therefore, the organising committee initiated their own collection.

The organising committee commissioned eyewitness paintings and
drawings through various subcommittees (Kavanagh 1994: p. 139). Whereas the
propaganda/memorial collection focussed on art depicting the Western Front,
the Imperial War Museum collection was concerned with art depicting war on
the sea and in the air (ibid.). It also included art depicting women’s work and
detailed technical drawings (ibid.). In the end, however, fears over Beaverbrook
proved unwarranted, as they did receive the propaganda/memorial collection
(Malvern 2004: p. 71). This left the Imperial War Museum by 1919 with no
fewer than 3000 individual artworks (Fox 2015: p. 134). Consequently, Malvern
(2000: p. 188) argues that throughout the interwar years, the Imperial War
Museum held ‘the most significant and important collection of modern British

art in the country’, more comprehensive than the holdings of the Tate Gallery.

5.4.3 Exhibitions
From the beginning the Imperial War Museum used its collection to create
informative and emotive exhibitions. Early reviews suggest that the sight of the

material on display succeeded in producing dynamic sensorial experiences
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(Cundy 2017b: pp. 363-364). At the Crystal Palace, for example, a free flowing,
open plan gallery was produced, with three principle exhibitions concerning the
army, navy and air force positioned in the centre of the nave. Surrounding these
existed various separate, smaller exhibitions, enclosed in their own alcoves.
Those that concerned themes with clear links to the army, navy, or air force,
such as the merchant navy, anti-aircraft defences and trench warfare, were
positioned alongside their respective central exhibition. Those which concerned
themes without clear linkages or themes considered less cogent to the main
narrative however were displayed on the peripheries, examples being the
medical services, veterinary section and women’s work (Cundy 2015b: 253;
Bogle 2013). The historical objects located in these exhibitions often shared
their space with artworks. Indeed, art had an important interpretive function at
the Imperial War Museum. While some, usually those from the
propaganda/memorial collection, were hung separately in dedicated ‘art
galleries’, others, those commissioned by the museum, were hung alongside the
matériel to help demonstrate their functionality (Malvern 2000: pp. 188-189;
Bogle 2013). As a result, Malvern (2000: p. 188) suggests that these latter
examples constituted more photographs and labels than art in the traditional
sense: ‘They did not, and could not, connote the “aesthetic”’. This general
description represents the form that the museum’s exhibitions took over the first
forty years (Condell 2002: p. 31). It is also arguably representative of the level
of museal training and technical abilities of the staff employed there, these being
mostly ex-service personnel, not trained curators. Until Noble Frankland’s
tenure as Director-General in 1960, the museum preferred employing ex-service
personnel for their experience of war (Charman 2008: p. 104).%°

The exhibitions at the Imperial War Museum drew significantly on the

stories associated with the historical objects they presented. Many of the

% WM, MA, EN1/1/MINI/002, see documents contained therein: IWM, MA,
EN2/1/STA/009, see documents contained therein.
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integrant exhibit pieces, such as ephemera and equipment, comprised one of
thousands of identical examples in a series. What made the museum’s specimens
significant however compared with others was their provenance. Accordingly, a
desire for reliable provenance steered the organisers’ collecting (Cornish 2004:
pp. 37-40). It could even be said that the objects and even the exhibitions and
the museum comprised merely conduits for stories. This idea has previously
been alluded to in a recent marketing video by IWM entitled Flight of the
Stories, where quotation marks are depicted as flying like birds away from the
battlefields of continental Europe over the English Channel towards London and
the museum’s building, eventually resting outside on its iconic roof, naval guns,
and gardens (IWM 2014). Exhibits holding verified stories, especially those with
gravitas or perceived importance, were sometimes exhibited separate from the
main displays. This approach, as identified by Cundy (2015b: pp. 254-255),
highlighted the artefacts’ historical significance and boosted their affective
resonance. In the case of the gun from L Battery discussed above, she explains
its potential to induce commemorative responses was harnessed through
emphasising the ‘loss and heroism’ surrounding the object, this quality having
been drawn out by the object’s spatial proximity to the cenotaph (ibid.).

When the Imperial War Museum moved to the Imperial Institute in 1924,
the limited space available there inhibited the museum from undergoing
expansion. This however did not prevent it from maintaining a creative
curatorial mindset. In fact, the spatial limitations prompted the museum to think
more creatively about how it should interpret its ideas and objects in exhibition
format. One example of this creativity can be seen with the use of moving
Images. The museum employed two Mutoscopes to display various flick book
style films, with nine programmes available. Smither and Walsh (2000: pp. 193-
194) suggest this was the first occasion where moving images have been used as
an interpretive device in a museum setting. Another example can be seen with

the recreation of a trench dugout using material scavenged from local waste
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ground (Cornish 2004: p. 46). These resulted in two effective interpretation
devices and core technologies in future exhibition design (Bogle 2013).

As discussed above, the exhibitions of Imperial War Museum had
changed little over its three pre-Second World War presentations. At the former-
Bethlem Royal Hospital, material continued to be arranged around the three core
themes of the army, naval and air services (Foster 1936: pp. 220). Figures 3, 4
and 5 depict these galleries around the opening of the museum in Southwark.
Moreover, the museum maintained a static collection and exhibition policies,
meaning that the exhibitions presented themes and material from a strictly
limited period. Yet the museum’s exhibitions were not stagnant. The three
annual reports preceding the Second World War portray a year-on-year process
of modification and alteration across the gallery displays.?® During the financial
year 1938-1939, for example, the museum made no fewer than 16 alterations.
Most seemingly represent little more than an attempt to enrich the exhibitions
through the addition of two-dimensional and three-dimensional objects. The
rationale behind the following two though warrants closer attention.

The first change was made to the German Army Gallery. This comprised the
addition of a rectangular ochre wooden shop shutter taken from Metz-en-
Couture in France by British soldiers on 4 April 1917. Across the shutter was
inscribed a derisory and racist poem, painted in English with black lettering, by

somebody from the retreating German forces before they departed the village:

You crie [sic]: Poor little Belgium!

Poor Ireland you don’t care,

2 TWM, MA, EN1/1/REP/032, typed report, ‘Imperial War Museum: 19th Annual Report of
the Director-General and of the Curator and Secretary to the Board of Trustees for the years
1935-1936 and 1936-1937’; IWM, MA, EN1/1/REP/032, typed report, ‘Imperial War
Museum: 20th Annual Report of the Director-General to the Board of Trustees, 1937-1938’;
IWM, MA, EN1/1/REP/032, typed report, ‘Imperial War Museum: 21st Annual Report of the

Director-General to the Board of Trustees’.
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Figure 3 — The Army Gallery at the Imperial War Museum, c. 1937. © IWM (Q 61184)



Figure 4 - The Air Services Room at the Imperial War Museum, c. 1937. © IWM (Q 61377)



Figure 5 — The Naval Gallery at the Imperial War Museum, c. 1937. © IWM (Q 61183)



Protecting culture God and law

You brought the n[...] there.

I know you’re always hypocrites

Now hear, what | you tell:

Our Germany will go to head

But you oh, go to hell!!

With every good wish for a Happy Xmas
Und bright New Year at Metz e.C.

Yours truly, German.?’

The second change occurred in the Prisoners of War and War Souvenirs Gallery,
where recruitment adverts from the First World War were displayed on the
walls. The material included posters such as ‘Remember Belgium: Enlist Today’
and ‘Daddy, what did you do in the Great War?’ by printer Henry Jenkinson and
artist Savile Lumley respectively. Also included was the original black and
white paint and graphite picture by Alfred Leete that adorned the front cover of
5 September 1914 edition of the London Opinion, famously depicting the head,
outstretched arm and pointing finger of Britain’s Secretary of State for War from
1914 to 1916, Horatio Herbert Kitchener, 1st Earl Kitchener, with ‘Your
Country Needs You’ printed beneath him (Taylor 2013: pp. 11-12).28

The precise motivation for these amendments can only be speculated on.
But that is not what makes them significant. Rather, their significance lies in
what the amendments reveal about the attitude of the Imperial War Museum
towards its exhibitions. Firstly, they show that the museum, despite maintaining
a static collection and exhibition policy, was concerned with ensuring the

exhibitions were enhanced, freshened up, and curated so the issues and ideas

2l TWM, MA, EN1/1/REP/032, typed report, ‘Imperial War Museum: 21st Annual Report of
the Director-General to the Board of Trustees’, p. 4.
28 1bid., p. 6.
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presented therein bore relevance to current affairs. Secondly, it shows that the
museum did not shy away from addressing provocative issues. At a time when
many of its constituencies would have been anti-war, displaying recruitment
posters and an exhibit inciting anti-Germanic sentiments was a bold move. And
thirdly, it shows that the museum approached curation pragmatically. Despite
protests by Leslie Bradley, the second Director-General, about the public
attending the museum for purposes that were fundamentally incompatible with
its mission as discussed above, the museum nevertheless responded by

addressing the theme of their visits by updating their exhibitions accordingly.

5.5 Chapter Conclusion

Over its first 19 years of operation the Imperial War Museum developed into

a purposeful institution, organisation and museum. Resulting from an initiative
that was part propaganda, part sincere attempt to document the world was fought
over the years 1914-1918, it became an international centre for the study and
remembrance of the ‘war to end all war’. The museum achieved this by
performing two tasks. The first task was to inform the public about the conflict.
The second was to commemorate those who had fought and died in it from the
homeland, dominions, and empire. Through the latter, the museum became a de
facto centre for national and imperial commemoration.

Founded as a regulative institution to reinvigorate the British war effort,
the Imperial War Museum soon developed into a normative institution to profile
the resulting sacrifice and instil an air of reverence in remembrance.
Simultaneously, it gradually embodied a cultural-cognitive institution as the
museum increasingly represented society’s developing views about the ‘war to
end all war’. Accordingly, from starting out as an instrument for furthering war
before morphing into one that conciliated victim families in its aftermath, the
Imperial War Museum transitioned into one which admonished war’s repetition,
becoming, what Apsel (2016: p. 12) describes as, an early peace museum, where

the benefits of peace were shown through profiling the horrors of war.
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Over the interwar years the Imperial War Museum developed into an
organisation with an unusual personnel management structure. Instructions from
the Director-General eventually descended on departmental management
through a limited hierarchy. This potentially enabled many more staff members
than usual to be responsible for enacting museum policy. The staff themselves
derived mostly from the armed forces. While often inexperienced in museum
work, which showed through their consistently simplistic approach to exhibition
design, they nevertheless conceived and implemented innovative ideas and
practices. At the same time, the museum established relationships with both
governmental and non-governmental organisations. The most important of these
were the ones with the governmental ministries and departments which presided
over, maintained, and facilitated the museum’s constitution and work.

The Imperial War Museum developed into a physical institution with
distinct organisational architecture. Excepting virtual organisation, which did
not become possible for many museums until the 1990s (Byrne 1993), every
component outlined through Child’s (2005) conceptualisation of organisation is
observable from the bureaucratic documentation preserved in its archive. A
public body, the Imperial War Museum, as with most established organisations,
had basic structure, operated on procedures and processes, and maintained
alliances with other organisations, especially government departments.
Unusually for historical organisations, it had even crossed organisational
boundaries. In many ways, therefore, the essential features of the museum’s
organisational architecture are similar to those of organisations today, even if the
technology incorporated has developed since the early-mid twentieth century.

Following 1933, the growing ‘elephant in the room’ at Imperial War
Museum was its increasingly anachronistic subject remit: the First World War as
the ‘war to end all war’. This came about from being founded on static
collection and exhibition policies which restricted the collecting and exhibition
of material from 1914-1918 only. Fortuitously, the Imperial War Museum

perceived its ‘anachronisation’ as the potential for another war intensified. The
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exhibitions therefore were given subtle changes which reflected this situation.
While continuing to pay lip service to its founding mission of representing the
First World War as the ‘war to end all war’, the museum started departing from
the philosophy by acknowledging the growing threat of another war.

Collecting and exhibitions were essential to Imperial War Museum. Its
collection comprised heterogeneous material from the front line and the home
front, amassed predominantly over 1917-1920. The diversity of the material
gave the collection an ethnographic quality, comprising objects from each four
object typologies identified by Keene (2015). In establishing this, the Imperial
War Museum became a modern art gallery as well as a war museum, because
the collection not only composed of historical objects, but artwork too.
Moreover, its exhibitions were simple yet effective. The Imperial War Museum
managed to produce exhibitions that conveyed messages through creative
approaches to interpretation (Bogle 2013). This included employing new
technologies such and experimenting with object placement.

This chapter takes the issues and ideas presented in chapter four (see
section 4.2) on institutions, organisations, and museums, and applies them to the
Imperial War Museum. Through doing so, it supports the thesis by making the
two following essential points. The first is that the case bears many similarities
with present-day museums. This legitimises the historical approach to the study.
Despite regarding a situation that is, at time of writing, some 80 years old, there
are multiple institutional, organisational and museological issues and ideas
raised which still resonate today, and will likely do so for the foreseeable future
(see Szant6 2020). Accordingly, this chapter shows the findings of this thesis to
be applicable to museums facing crisis and change in the prevailing context. The
second point is that over the interwar years the Imperial War Museum
established a precedent for institutional, organisational and museological
change. It acquired this through responding reflexively as society shifted, which
the museum carried into the Second World War. The chapter therefore also

shows how the Imperial War Museum was not unfamiliar with enacting change
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to maintain societal relevance by 1939. This buttresses the argument made over
later chapters that a similar strategy was deployed once the museum perceived
the threat of cultural irrelevancy as the Second World War approached.

In the next chapter, this thesis explores the means by which the Imperial
War Museum difficult situations such as change during the Second World War.

It considers the concept of organisational resilience to adversity at the museum.
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Chapter 6 Continuing a Civic Service, 1939-1945: Resilience at the

Imperial War Museum

6.1 Chapter Introduction

The interwar Imperial War Museum was deconstructed over the previous
chapter. Not just organisationally, but also institutionally and museologically.
This is because crisis-conducive situations can have far reaching potentials and
consequences for museums that transcends their physical instantiation
(Alexander 2013). Indeed, the manifestation of crisis depends on the holistic
form, or composition, that crisis objects take (Milstein 2015). For example,
while a museum’s physical assets and facilities, as with any organisation, will
regularly succumb to crisis, these are not the only elements which can do so.
Their metaphysical elements, such as their raison d’étre and rationale, may be
equally vulnerable (Devlin 2007). Through exploring the interwar Imperial War
Museum as an institution, organisation, and museum therefore, the previous
chapter profiled its holistic form, or composition, at the start of the Second
World War before the various crises which the conflict instigated.

Having historically contextualised the Imperial War Museum during the
previous chapter, | begin analysing the case proper towards answering this
thesis’ central question previously set out in chapter one (see section 1.1). As a
result, it starts exploring how the Imperial War Museum survived the Second
World War era physically intact and conceptually reborn. Over the current
chapter, the thesis explicates the concept of organisational resilience to adversity
formally introduced in chapter four (see section 4.5). It does so through
considering work undertaken at the Imperial War Museum towards maintaining
a civic service. As such, this chapter contributes to the overarching thrust of the
thesis by exemplifying how resilience underlies all successful organisational
response against challenging situations. That occurs while making a standalone
contribution explicating and demonstrating the differentiation between crisis and

other difficulties also introduced in chapter four (see subsection 4.3.3). In
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undertaking the above, the chapter helps address aim three, objective one; and
aim four, objectives one through three of this thesis.

Crisis has become synonymous with disruption (Han and Zhang 2013).
As the definition of crisis provided in chapter four (see subsection 4.3.4)
established, it comprises an unpredictable, unstable, and potentially dangerous
situation, where the impacted museum or other systemic entity will be disrupted,
perhaps inoperably and irreparably, requiring extraordinary intervention to be
overcome. When museums become gripped by crisis, they can experience many
and varied challenges to their short-, mid- and long-term operationality,
necessitating them drawing on resilience. Yet the subjective nature of crisis
previously discussed means that such situations will not necessarily be perceived
as endemic throughout a museum which still requires recourse to resilience. Put
another way, they will not necessarily be conceived as permeating the stated
museum (Booth 2015: p. 108). It could be that a museum becomes impacted by
a crisis in only specific or limited ways. The Imperial War Museum is an
example of that possibility. While it did experience crisis-conducive conditions
arising from the Second World War which caused significant disruption to the
museum, the subject of subsequent chapters, not all the challenges faced there
had such an outcome. Specifically, the civic service role of the museum
continued unabated and despite the Second World War breaking out.

This chapter undertakes the above over five substantive sections. Its first,
second and third sections (6.2, 6.3 and 6.4) introduce and explicate respectively
the concepts of civic service and resilience. They set out these key concepts for
use over the current chapter. The fourth and fifth substantive sections (6.5 and
6.6) then profile examples of civic service performed at the Imperial War
Museum during the Second World War. The fourth section focuses on the public

facing aspects, while the fifth section focuses on the non-public facing aspects.
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6.2 Civic Service

The concept of civic service requires some elucidation. This is because it can
mean different things to different people at different times depending on their
views (Sherraden and Eberly 1982: p. 3). As James L. Perry and Ann Marie
Thomson (2015: pp. xiv-xv) have identified, some people see civic service as,
essentially, a private, informal, and voluntary initiative in response to specific
need. Yet others see it as a public, formal, and institutionalised initiative towards
attaining instrumental value (ibid.). Moreover, civic service can be discussed in
relation to an individual person or group of people, or an organisation, and can
also be seen as a derivative of, or alternative to, national or military service (see,
for example, Leege 1988; Fairley 2006; Nesbit and Reingold 2011). This
explains why Richard Danzig and Peter Szanton (1986: p. 10) view any attempt
to define civic service as being ‘necessarily somewhat arbitrary’. It perhaps even
explains why Peter Latchford (2018: p. 5) finds that ‘there is no formal UK civic
museum category or definition’. Over the current chapter, therefore, a simple yet
effective understanding of civic service is conceived to analyse the Imperial War
Museum. This draws on ideas initially forwarded by Chris Brink (2018: p. 326)
about universities and their purpose and legitimacy in society.

Civic has two meanings in British English. It primarily pertains to civil
society. This derives from the Latin word civitas, which roughly means citizenry
of a state (Hornblower, Spawforth and Eidinow 2012). But as Brink (2018: p.
326) points out, civic also pertains to town, city or local area. The civic museum
therefore may mean two things. In the former sense, it could mean a museum
which responds to the wants, needs and interests of society. In the latter sense, it
could mean the museum of the town, city or other defined area wherein the
museum is located. By synthesising both ideas together, an insightful definition
presents itself for describing a museum’s civic service conveniently chiming
with Latchford’s (2018: pp. 5-6) framing of the concept. This is a practicable
service that supports the community wherein the museum resides by facilitating

or positively enhancing the lives of its constituents and their support systems.
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It would be impossible to analyse every instance of civic service
performed by the Imperial War Museum during the Second World War and
avoid treating them superficially or repetitively. There are too many instances.
Consequently, several of the more impactful examples have been selected for
analysis either alone or grouped under a theme. These include work by the
museum to, firstly, produce an exhibition for the general public during the ‘Bore
War’ period — commonly known by its Americanised name ‘Phoney War’ — in
1939-1940; secondly, interact with the public after air raids on London forced

the museum’s closure; and thirdly, support the British war effort.

6.3 Resilience
This chapter considers the concept of organisational resilience, which is now
expanded on. Resilience rarely appears during museum literature. The
discussions which do take place however argue that museums can possess
resilient qualities (Janes 2009; Geller and Salamon 2010; Janes 2011; Janes
2016; Decter 2018). As defined in chapter four (see section 4.5), this is the
ability to withstand, recover from or adapt to difficult environmental conditions
while still maintaining their functionality (ibid.: p. 21; Leflar and Siegel 2013: p.
11; McCarthy, Collard and Johnson 2017). While not crisis management per se,
the innate qualities of resilience are often integral when managing crisis.
Resilience involves the ability of some entity to bounce back from
adversity (Giustiniano et al. 2018: p. 14). In the organisational context, it
comprises an organisation’s response to turbulence emanating from the
inhabited social system (Starr, Newfrock and Delurey 2003). Ran S. Bhamra,
Kevin Burnard and Samir Dani (2015: p. 18) explain this as involving ‘the
capacity to adjust to a disturbance, moderate the effects, take advantage of any
opportunities and cope with the consequences of any system transformations’. It
is a quality facilitated by routine ‘interactions and behaviours’ (ibid.) including
embracing new aims and objectives, watching out for new or emerging

opportunities and adopting new capabilities (Anderson 2016: p. 99). Resilience
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lies at the heart of organisational longevity. Museums which do not imbue much
resilience are unlikely to exist for long, because they will not have the
wherewithal to manage difficult situations. It follows, therefore, that museums
draw on resilience when managing every difficult situation. As such, resilience
IS a concept that resurfaces throughout the rest of this thesis.

Two dominant conceptualisations of resilience have arisen in the
prevailing discourse. Drawing on Bridgit Maguire and Sophie Cartwright’s
(2008) ideas, Keith Shaw and Louise Maythorne (2011) elucidate them as
follows. The first is a process of ‘recovery’. In this conceptualisation, resilience
comprises the ability to withstand, or persevere through, turbulence emanating
from the inhabited social system. The more unencumbered an entity remains by
the turbulence, the greater its resilience (ibid.: p. 46). The second is a process of
‘transformation’. In this conceptualisation, resilience comprises the ability to
withstand turbulence emanating from the social system through adaption. It is a
process for ensuring that an entity can thrive in some new context, not just
survive (ibid.). Mike Raco and Emma Street (2011: p. 1069) frame this as a
‘radical’ way of understanding resilience. That is because it rejects assumptions
which hold an entity’s pre-turbulence-paradigm to be anything other than
flawed. As Richard J. T. Klein, Robert J. Nicholls and Frank Thomalla (2003: p.
42) posit: ‘if a megacity is struck by a disaster, it follows that the original state
was one in which it was vulnerable to the disaster in the first place’. Such ideas
are, of course, contestable. After all, no organisation is infallible. Moreover, the
effort of striving for infallibility would likely cripple an organisation, although
obviously some preparation remains better than none. Nevertheless, it reminds
that no organisation can enter a period of stasis and survive indefinitely. As
discussed in chapter four (see subsection 4.2.3), organisations must update
themselves against an evolving society to remain relevant and functional.

Organisations can develop resilience in various ways. The most
commonly studied method is through tangible methods such as building and

maintaining robust physical or semi-physical assets (Brown, Seville and Vargo
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2017: p. 38). Without robust facilities and systems, organisations cannot easily
operate in calm periods let alone periods which require drawing on resiliency.
But these alone are not enough to ensure organisational resilience. Thomas W.
Brit and Gargi Sawhney (2020: p. 15) conclude that it is in fact dependent on a
number of different factors, including the intangible. Another method, therefore,
involves employing organisational agents with desirable attributes (McManus et
al. 2008). Staff who are knowledgeable of organisational systems, schedules,
and routines; who are proactive, resourceful and creative; and who possess skills
of troubleshooting and problem solving will go a long way to building an
organisation’s resilience (Mallak 1998; Lengnick-Hall and Beck 2009). But
even then, these attributes will unlikely have impact unless supported. As John
F. Horne III and John E. Orr (1998: p. 39) conclude: ‘The challenge to
organizations is to recognize that many of the resiliency factors are currently
embedded in their people and processes awaiting a supportive push to surface
them’. Consequently, a third method is establishing an environment wherein the
desirable attributes of an organisation’s agents can be nurtured and harnessed.
Such outcomes are achieved through producing human resource management
policies geared towards supporting the underpinning cognitive, behavioural and
contextual elements that feed those attributes (Lengnick-Hall, Beck and
Lengnick-Hall 2011). Previous research by Stephanie Lessans Geller and Lester

M. Salamon (2010) reveal the capacity of museums to engage these methods.

6.4 Resilience Through Civic Service

In a serendipitous marrying up of the above ideas surrounding civic service
provision and resilience, Robert R. Janes (2009: pp. 121-146) views delivering
some civic service as being essential to ensuring museum resilience. Drawing on
ideas by Stephen Weil (2002), he asserts: ‘Survival [...] is not [the museum’s]
purpose’ (Janes 2009: p. 142). This means that museums do not typically exist
for the sake of existing. Rather, they invariably exist to perform a function for

one or more civic communities (see Watson 2007). In this sense, to Janes
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(2009), museum resilience relies on maintaining their civic service provision.
Without possessing a civic service, the point of museums may come into
question, and their legitimacy put in doubt. Concern for this is apparent, if not
explicit, throughout the influential 1938 Markham Review by Sydney Markham,
introduced during chapter five (see subsection 5.4.1). In his review, Markham
made clear that the fundamental point of museums was to serve the public,
whatever an individual’s context. He also argued that museums should
proactively address the cultural inequalities pervading society (Markham 1938:
p. 174). This is significant, because it sets the civic service performed by the
Imperial War Museum during the Second World War era against a backdrop of

broader museum sectoral recognition about the general need to serve society.

6.5 Public-Facing Civic Services at the Imperial War Museum

6.5.1 Producing a public exhibition

At the onset of the Second World War, the British government was concerned
about aerial attacks on urban population centres. This prompted an enforced
blackout and the closure of many public gathering places (Weingértner 2012: p.
50; see Davies 2001: pp. 54-55; Aldgate and Richards 2007: p. 1; Pearson 2017:
p. 67). But to the surprise of many, no bombs fell immediately. This resulted in
the war during these early months being called the ‘Bore War’ through the
fighting’s perceived distance from the British Isles (Atkin, Biddiss and Tallett
2011: p. 320) and, perhaps, limited recreational facilities available (Mackay
2002: p. 50). After mounting protestations however, the government eventually
reversed its decision (Weingéartner 2012: pp. 50-51). Accordingly, the country’s
museums reopened, thanks in part to lobbying from the Museums Association

and the Standing Commission for Museums and Galleries.?

29 TNA, EB 3/17, typed letter, Markham to the Financial Secretary to the Treasury, 2
November 1939; TNA, EB 3/17, typed report, ‘The question of the reopening of the National
Museums and Galleries’, 20 December 1939.
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The first national museum in London to readmit the public was the
Victoria and Albert Museum, which reopened galleries on 11 January 1940
(anon. 1940a). Taking this action as their cue, the Trustees of the Imperial War
Museum agreed that Leslie Bradley, its Director-General, should undertake
similar preparations to reinstate some public-facing civic service by readmitting
the public.®® Such a directive can be associated today with organisational
business continuity: the process and discipline of ‘avoid[ing] any interruption
that could lead to either significant losses or failure to achieve the organisations
principle objectives’ (Watters 2010: p. 9). Business continuity is key in
developing organisational resilience. Whereas the latter concerns withstanding,
recovering from or adapting to difficult or changing environmental conditions
while still maintaining functionality — essentially strengthening the
organisation’s holistic immunity — the former concerns the maintenance of
critical organisational activities and everything involved with that (Mathenge
2020; see Loyear 2017: chapt. 8). For the Imperial War Museum, core business
continuity initially involved curating an exhibition on the museum’s three
ground floor galleries which could be accessed by the public at large.

The unnamed ‘Bore War exhibition’ that arose from this decision opened
on 29 January 1940. It was curated using exhibits from the collection that had
not yet been evacuated, including models, artefacts, artworks and documents,
and displayed over the three main ground floor galleries: the Naval Gallery, the
Army Gallery and the Picture Gallery depicted in Figure 6. The configuration
and execution of this exhibition demonstrates organisational resilience at the
Imperial War Museum in re-establishing a public-facing civic service. Around
the Naval Gallery, visitors could see models of ships and boats, the actual Short

Seaplane which flew at the Battle of Jutland, and specimens of weaponry such

30 WM, MA, EN1/1/COB/049/4, typed draft meeting minutes, Board of Trustees, 7
December 1939, p. 3; IWM, MA, EN2/1/COB/001/1, typed meeting minutes, Standing
Committee, 11 January 1940, p. 1.
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as torpedoes, mines and depth charges (Blaikley 1941a: p. 8).3! Alongside these
were material pertaining to women’s war work (ibid.). Around the Army
Gallery, visitors could see artillery, camouflage and the personal equipment of
soldiers (ibid.). Alongside these were various other items representing
contraband, espionage and counter-espionage, diplomatic and military
documentation, propaganda ‘and a diversity of other objects’ (ibid.). And around
the Picture Gallery, visitors could see lithographs and drawings which conveyed
anti-Germanic sentiment. Located across all three galleries, items from the Air
Gallery situated on the floor above were also displayed (ibid.).3?

These displays comprised material almost exclusively relating to the First
World War (ibid.). The two exceptions were a model of HMS Ajax, which had
shot to public attention the previous month following its part in the victorious
Battle of the River Plate (Landsborough 2016), and the infamous ‘piece of
paper’ bearing Neville Chamberlain and Adolf Hitler’s signatures proclaiming
‘peace in our time’ (Faber 2009). The latter became an item of considerable
interest to the public, with the Daily Mail and the Daily Mirror both publishing
short articles solely notifying its readers about the opportunity to see it (anon.
1940Db; anon. 1940c). Mollie Panter-Downes, a novelist and writer for the New
Yorker (Beauman 2004), commented in an article following one visit there about
the sense of irony felt by the document’s presence (Panter-Downes 1972: p. 45).

Although little literature and no photographs from the exhibition
seemingly remain, the Museums Journal (Blaikley 1941a) and Times (anon.
1940d) offer useful insights, particularly in regard to how the First World War
material on display made vivid connections with the contemporary. The
following are three examples. In the Naval Gallery, photographs depicted
Hermann Goring, who during the Second World War held many senior political

and military positions in the Nazi state, as commander of his German fighter

3L IWM, MA, EN2/1/ACC/004/7, typed letter, Bradley to Cubitt, 1 February 1941.
32 ]WM, MA, EN1/1/COB/049/4, typed draft meeting minutes, Board of Trustees, 7
December 1939, p. 3
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wing during the First World War (Blaikley 1941a: p. 8). In the Army Gallery,
gasmasks sat alongside other personal protective equipment from the First
World War (ibid.). And in the Picture Gallery, a striking drawing by Henry
Rushbury was displayed depicting Winston Churchill addressing an audience in
Central Hall, Westminster, on 4 July 1918, including a quote from this speech
inscribed underneath: ‘Germany must be beaten, must know she is beaten, must
feel she is beaten!” (ibid.: p. 9). The contemporaneous nature of this last exhibit
Is extraordinary. By February 1940, Churchill was not yet Prime Minister. He
had however returned to government as First Lord of the Admiralty which he
had also briefly been during the First World War. Churchill was a longstanding
critic of Chamberlin’s policy of appeasement towards Nazi territorial ambitions
(see Neville 2006), and often warned against treating Germany as harmless in a
spirit that evoked the sentiment reproduced by Rushbury (Gilbert 1976). As the
Illustrated London News commented during its article on the exhibition, the
Churchill represented in the drawing bore an ‘almost identical’ resemblance to
the Churchill who just one week prior had spoken in Manchester about the need
to fight and win the war (anon. 1940e; see anon. 1940f).

Through drawing on the material and spaces at their disposal, the staff
performed what has become known amongst organisational resilience theorists
as bricolage: ‘the capacity to improvise and to apply creativity in problem-
solving” (Kendra and Wachtendorf 2003: p. 42) — a reuse of the term originally
coined by Claude Lévi-Strauss (1966) for his monograph The Savage Mind. This
activity might sound counterintuitive during such situations. But as Stephanie
Duchek (2020: pp. 228-229) explains through drawing on ideas by Gene I.
Rochlin (1989), Karl E. Weick (1993), Mathilde Bourrier (1996) and Karl E.
Weick, Kathhleen M. Sutcliffe and David Obstfeld (1999), it is important for
facilitating organisational resilience. Bricolage unlocks an organisational agent’s
skills from the constraints of their organisation’s conventions, enabling a
reapplication of existing organisational knowledge and practices into novel

combinations and configurations. These combinations and configurations go on
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to form informal and temporary organisational structures, which serve to support
the organisation through the turbulence emanating from the inhabited social
system until normal operations can resume. In the case of the Imperial War
Museum, this involved the staff synthesising knowledge and experience of
previous exhibition practice with knowledge of the resources available to create
a temporary exhibition which met the requirements of the museum while the
Second World War inhibited its regular public engagement activities.
Accordingly, the museum’s demonstration of resilience in this regard can be
viewed as transformatory (Maguire and Cartwright 2008) although not
necessarily radical, given its temporary nature (Raco and Street 2011). Previous
research on museum resilience during austere periods supports the view that
museums can exhibit such entrepreneurial-like behaviour when negotiating
turbulence emanating from the social system (Geller and Salamon 2010).

Despite being on the First World War, this ‘Bore War exhibition” was
actually about the Second World War. As Earnest Blaikley (1941a: p. 8) shows
in his article, ‘the result is an extraordinarily vivid display which illustrates, at
almost every point, the present wartime life of the community’. The Times
similarly explained how ‘exhibits with a particular bearing on the present-day
war conditions have been selected for display’ (anon. 1940c). The upshot of this
was a relevant exhibition for public consumption. To achieve relevance is to
‘yield][...] positive cognitive effect’ (Simon 2016: p. 29). In the museum
context, achieving relevance involves identifying external challenges and
making positive differences against them (Koster and Baumann 2005: p. 86).
The Imperial War Museum did this by guiding visitors towards meaning-making
— the process whereby display material, such as objects, artwork or text, attains
meaning to individual visitors (Weil 2002: p. 70) through synthesis of deliberate
curatorial decisions and individual visitor contexts: the prevailing personal,
sociocultural and physical circumstances accompanying them (Mason 2005) —
which firstly encouraged them to form opinions legitimising Britain’s

involvement and secondly provided them with psychological nourishment.
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Accordingly, it maintained a civic service through the exhibition as defined
above, further demonstrating the museum’s business continuity and resilience.

The opinion forming, or propagandist, aspect to the exhibition’s meaning
making derived from the curatorial framing of Germany. Indeed, it was framed
here as a hawkish country which viewed its opponents with contempt. David
Welch (2003: p. 318) describes propaganda ‘as the deliberate attempt to
influence public opinion through the transmission of ideas and values for a
specific purpose’. That the overarching message of the exhibition was trying to
be propagandist in its framing of Germany is evident from the range of
collections on display and the way Blaikley (1941a) writes about them during
his review for the Museums Journal: as epitomising authoritarian aggression and
militarism. This idea is supported by the way the Imperial War Museum
negatively evolved its interpretation regarding Germany following the war’s
onset. It seems that the museum’s peacetime policy until the Second World War
was to treat issues involving Germany un-antagonistically.®® As Bradley
informed one distressed German visitor who had taken offence at a display in
1933: ‘We have endeavoured to avoid giving offence to our former enemies’.3
But the declaration of war changed this policy. An object label placed alongside
the Rushbury drawing, for example, stated, to quote Panter-Downes’ (1972: p.
46) recollection, that “until recently delicacy has prevented them from showing
the drawing, but that they are doing so now because “the sentiments expressed
in Mr. Churchill’s speech have once more become appropriate and sensible™”’.

The psychological nourishment aspect, by contrast, derived from its
ability to contextualise and interpret the new war to the public. Over 1938-1940,
the British population experienced what Julie Gottlieb (2017) has termed a war
of nerves. She refers to the condition of society at the time as documented in

Mass Observation Records characterised by nervous exhaustion developed from

33 ITWM, MA, EN1/1/REP/032, typed account, ‘War History of the Imperial War Museum,
1933-1943’, p. 30.
3 WM, MA, EN1/1/MUS/024/1, typed letter, Bradley to Rath, p. 1.
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the worry and fatigue of the deteriorating European situation and the threats
posed by another war with Germany (ibid.). Through providing people with an
opportunity to understand the war, or more specifically the issues pertaining to
it, the exhibition supported the public by offering a way for individuals to come
to terms with the national situation and their position therein. This assertion
draws on psychological theory concerning anxiety. Seeking knowledge about
threats that are shrouded in ambiguity has long been observed to help reduce
nervousness and unease caused from uncertainty (Silvia 2012). George
Loewenstein’s (1994: p. 87) argument for this occurrence is that inquisitiveness
arises ‘when attention becomes focussed on a gap in one’s knowledge. Such
information gaps produce the feeling of deprivation labelled curiosity. The
curious individual is motivated to obtain the missing information to reduce or
eliminate the feeling of deprivation’. Obviously, feelings of deprivation can take
many, subjective forms. A good example is the anxiety that may occur when
individuals find themselves deprived of enough information to maintain the
feeling of agency over their lives: a lack of perceived control being understood
as an underlying cause of anxiety (Barlow 2004: p. 256). With that in mind, the
exhibition can be viewed as offering nourishment for the public psychological
condition by nourishing its curiosity through interpreting the new war, its cause,
and potential features, and thereby helping alleviate the public’s war of nerves.
The Imperial War Museum demonstrates qualities from both ‘recovery’
and ‘transformation’ resilience through this example of reinstating some public-
facing civic service (Shaw and Maythorne 2011). On one hand, it represents
development on exhibition practice by addressing issues and ideas previously
not engaged with by the museum. But on another, it represents continuation of
existing exhibition practice by drawing on pre-existing display material and
design (Condell 2002: p. 31). Consequently, the exhibition can be understood as
a redisplay (Paddon 2016): new, yet familiar at the same time. It did not
represent a ‘revolution’ (Knell, MacLeod and Watson 2007a) or ‘reinvention’

(Anderson 2012) of exhibition practice there, for these terms imply radical
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change. Rather, it more represented ideas around resilience as forwarded by
Janes (2009: p. 141) above, where some museum moves to accommodate the
turbulence emanating from the inhabited social system, but without wholly
changing their raison d’étre and rationale. The ‘Bore War exhibition’ lasted just
over eight months until 10 September when the Blitz forced the Imperial War
Museum to close again, this time for the remaining duration of the war in
Europe.® Despite its short existence, the exhibition proved popular. In total,
65,496 visitors attended.® This was despite a restriction imposed on public
access by the Metropolitan Police and Borough of Southwark: namely that no
more than 200 individuals could attend at any one time, that access was
restricted to daylight hours and that, initially, the institution remained closed on
Sunday.®" Later, opening included Sundays.3® It was reported to Southwark

Town Clerk that on Easter Sunday 1,200 visitors had v