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Abstract

The thesis critically investigates the ways in which art museums in Britain evolved their
curatorial techniques in the first half of the twentieth century, and it specifically charts the
career of the scholar and museum director Philip Hendy (1900-1980), by focusing on the
three museums under his care: Leeds City Art Gallery (1934-1945); Temple Newsam, Leeds
(1938-1945); and the National Gallery, London (1946-1967). Through these case-studies, the
thesis explores Hendy’s scheme to modernise these institutions during the interwar, wartime
and post-war periods (1934-1956), and locates this reform in the context of changing

discourses within the museum profession about the purpose of art museums in Britain.

Specifically, the investigation is concerned with the duality that was implicated in this agenda
of modernisation, as museums aimed to democratise access to their collections with new
display strategies and amenities for visitors, but whose efforts were at the same time
characterised by a specialisation of curatorial practice which led to concerns about the status
of the profession and the improvement of museum standards. The thesis thus articulates the
increasingly professionalised endeavours in the museums under study, and examines how
these informed, but also competed with, the concrete methods by which these galleries

sought to open their doors to the interests of larger publics.

The focus of the investigation is on museum presentation - encompassing both architecture
and display - which acted as a site of mediation between these professional and public
spheres and shaped visitor engagement. As the thesis demonstrates, the curatorial
techniques in the museums under review emphasised the need for museums to adapt to the

demands of the present by updating their methods of exhibition, and secondly, they



intended to make the collections visible to visitors qua viewers, in the belief that this would

also make the museum more open and accessible.
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Introduction

In recent years, the discipline of museum history has seen the application of increasingly
inter-disciplinary methodologies which have highlighted, as the historian Kate Hill has put it,
‘the processual, relational nature of museum narratives and knowledge’.2 From the study of
expertise, museum disciplines and their promotion of educational trajectories of self-
improvement, to the examination of museum architecture, passing through object
biographies or the links of museums with the art market, this growing body of literature
continues to reveal the multi-faceted nature of museums regarding their policies of
acquisition, conservation and display, the variety of actors operating in them and the intra-
and extra-mural networks in which they have participated.® These approaches can be seen
as a direct inheritance and response to the ‘new museology’ that emerged in the late 1980s
and early 1990s, which opened new pathways for the historical (re)interpretation of
museums as active agents shaping social, political and cultural discourses about knowledge,
affect, citizenship and power.* Since then, Foucauldian-inspired critiques, most notably those
of Tony Bennett and Eilean Hooper-Greenhill, have drawn attention to the internal
rationality of museums as social mechanisms operating through as well as enacting wider

regulatory cultural logics, and have afforded new vocabularies for investigating museums

2 Hill, Kate, ‘Introduction: Museums and Biographies — Telling Stories about People, Things and
Relationships’ in Museums and Biographies: Stories, Objects, Identities, ed. by Kate Hill (Woodbridge:
Boydell Press, 2012), p. 7.

3 For a methodological overview see A Companion to Museum Studies, ed. by Sharon Macdonald
(Malden; Oxford: Blackwell, 2006), and the recent four-volume series The International Handbooks
of Museum Studies, ed. by Sharon Macdonald and Helen Rees Leahy (Chichester, West Sussex: Wiley
Blackwell, 2015).

4 Bennett, Tony, The Birth of the Museum. History, Theory, Politics (London: Routledge, 1995);
Hooper-Greenhill, Eilean, Museums and the Shaping of Knowledge (London: Routledge, 1992). Other
publications in a similar vein are Museum Culture: Histories, Discourses, Spectacles, ed. by Daniel
Sherman, and Irit Rogoff (London: Routledge, 1994); and The Politics of Display: Museums, Science,
Culture, ed. by Sharon Macdonald (London: Routledge, 1998). For recent scholarship exploring the
making of disciplines see Whitehead, Christopher, Museums and the Construction of Disciplines: Art
and Archaeology in Nineteenth-century Britain (London: Duckworth, 2009).
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through this lens.”> For many of these scholars, the sociological work of Pierre Bourdieu on
the subject of ‘taste’ has been influential for exploring the relationship of class and socio-
economic factors with conceptions of cultural value, and it arguably remains a referent for
the study of art museums in particular.® Such cultural institutions, Bourdieu argued, inscribe
a particular ‘social order [...] in people’s minds’ through ‘the hierarchies and classifications
inscribed in objects (especially cultural products)’, an argument that is echoed in the
hegemonic function that Bennett and Hooper-Greenhill have attributed to the museum,
alongside others like Carol Duncan or Allan Wallach, through its function as a classifier and
organiser of knowledge and disciplines.” That said, scholarship about museums has
continued to respond and in some cases challenge this view, which is based on the
understanding that museums wield power effects either through their exercise of cultural
capital or through the formation of disciplinary apparatuses. Instead, they have indicated
that a grounded examination of the museum’s internal workings may reveal how they have
rarely been the outcome of singular ideologies and overarching paradigms.® The present
thesis acknowledges both strands in this debate and occupies a middle ground by being

cognizant of the regulatory mechanisms at work in museums whilst qualifying such

5> See Bourdieu, Pierre and Alain Darbel, The Love of Art: European Art Museums and their Public
(Cambridge: Polity, 1990; first published in France in 1966); Bourdieu, Pierre, Distinction: A Social
Critique of the Judgement of Taste (London; New York: Routledge, 2010); See the works of Bennett
and Hooper-Greenhill in footnote 4.

6 See Bennett, Tony, ‘The Historical Universal: The Role of Cultural Value in the Historical Sociology
of Pierre Bourdieu’, The British Journal of Sociology, 5:1 (2005), pp. 141-142.

7 Bourdieu 2010, p. 473. See also Duncan, Carol, Civilizing Rituals: Inside Public Art Museums
(London; New York: Routledge, 1995).

8 Julia Noordegraaf has made use of the sociology of technology to develop her study of the
Boijmans Museum, Strategies of Display: Museum Presentation in Nineteenth- and Twentieth-
century Visual Culture (Rotterdam, Museum Boijmans Van Beuningen NAi, 2004). In 2016, the
conference ‘Gendering Museum Histories’ (Oxford) tackled issues of gender in relation to collecting,
curatorial work and exhibitions, and the profession as a whole. See also Hill, Kate, Women and
Museums 1850-1914: Modernity and the Gendering of Knowledge (Manchester: Manchester
University Press, 2016). Museums are being explored through wide-ranging methodologies and
perspectives, as is clear in the anthologies Museum Revolutions: How Museums Change and Are
Changed, ed. by Sheila Watson, Suzanne MacLeod and Simon Knell (London: Routledge, 2007), and
Museum Studies: An Anthology of Contexts, ed. by Bettina Messias Carbonell (Oxford and New
Malden: Blackwell, 2004).
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perspectives and integrating them into the empirical study of three art museums in Britain

in the twentieth century.

This thesis takes its point of departure in the 1930s-1950s, several decades before
these scholarly pursuits came to fruition. It was a time when those involved in the running
of museums started to adopt more reflexive - though by no means self-questioning -
attitudes to their own work and take serious stock of the histories of these institutions as a
first step to transforming them. For it was in the twentieth century, particularly in the second
half as the historian Samuel Alberti has noted, that in-depth studies of museums, and more
synthetic ways of studying collections began to be undertaken, usually, in the first instance
at least, by museum staff themselves.® Yet as is commonly agreed, these single-institution
histories often ended up being little more than celebratory linear narratives of progress,
centred on the figure of a ‘charismatic curator’.’® This thesis is likewise centred around the
story of a single (male) curator, Philip Hendy (1900-1980) [Figure 1], and is arguably
conventional in its rationale to trace chronologically his career across the three different art
museums which he directed between 1934 and 1967, Leeds City Art Gallery, Temple Newsam
(Leeds), and the National Gallery (London), which provide the case-studies for the different
sections of this thesis. As delineated by the remit of the author’s AHRC Collaborative Doctoral
Award partnership, this focus cannot but lay a good deal of emphasis on Hendy as a

personality, but it avoids the triumphalist overtones of preceding accounts by seeing him as

% Alberti, Samuel J., Nature and Culture: Objects, Disciplines and the Manchester Museum
(Manchester: Manchester University Press, 2009), p. 1. Among these early publications, it is
important to highlight Gilman, Benjamin Ives, Museum Ideals of Purpose and Method, Second
Edition (Cambridge: Museum of Fine Arts, Boston, 1923); Gilman, Benjamin Ives, ‘On the Distinctive
Purpose of the Art Museum’, The Museums Journal, 3:7 (January 1904), 213-224; Low, Theodore L.,
The Museum as a Social Instrument (New York: Metropolitan Museum of Art, 1942); Dana, John
Cotton, The New Museum: Selected Writings, ed. by William A. Peniston (Newark, NJ: Newark
Museum Association; Washington, DC: American Association of Museums, c1999); and Wittlin, Alma
S., The Museum: its History and its Tasks in Education (Routledge and Kegan Paul, 1949).

10 Hill, Kate, 2012, p. 2; Alberti 2009, p. 1. See here, for example, the book on the National Gallery by
the director Charles Holmes (1916—-1928), Holmes, Charles, National Gallery, Trafalgar Square:
lllustrated Guide (London, 1921); and indeed, by Hendy himself, Hendy, Philip, The National Gallery,
London (London: Thames & Hudson, 1955).
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symptomatic of a larger web of museum practices and authorised discourses that were
attempting to reconceptualise the role of public culture in art museums in Britain during this
time. As a result, the thesis is distinct from the few existing histories about the National
Gallery in the first half of the twentieth century, as by and large these earlier publications
have not been critically interpretive of its wider context, or have alternatively sat within more
sweeping encyclopaedic surveys of the institution.!! Instead, the thesis responds to the
debates resulting from critical appraisals of the museum since the 1980s, using the
aforementioned case-studies to interrogate the often ambivalent logics that shaped such
institutions and in this way nuance the interpretation of twentieth-century museums as well

as of the category of the ‘museum’ in theoretical terms.

Although it is possible to build a general profile of Philip Hendy, his papers and
correspondence overwhelmingly reflect his career as a museum curator and administrator
in the public sphere and rarely illuminate aspects of his private life, for which the former is
the focus of the thesis. Given this dearth of personal documents in the archives, there are
methodological reasons for steering away from the biographical genre, and this is tackled in
greater detail in the section on archival sources along with a summary biography of Hendy
(p. 57). Having been brought up in a middle-class home, Hendy studied History at Christ
Church (Oxford), and after a brief stint at the Wallace Collection as Lecturer and Assistant
Keeper (1923-1927), he travelled to the USA and Venice to work for the Isabella Stewart
Gardner Museum (ISGM) and the Boston Museum of Fine Arts (MFA), returning to Britain to
take up the post of Director of Leeds City Art Gallery in 1934. At Leeds, Hendy was an

outspoken advocate for the reform of art galleries in the regions, and championed many

11 crookham, Alan, The National Gallery: An Illustrated History (London: National Gallery, 2009); and
Conlin, Jonathan, The Nation’s Mantelpiece: A History of the National Gallery (London: Pallas
Athene, 2006). For a study specifically concerned with the National Gallery during wartime see
Bosman, Suzanne, The National Gallery in Wartime (London: National Gallery, 2008). For a summary
of the National Gallery’s display history under different directors see Saumarez Smith, Charles,
‘Narratives of Display at the National Gallery, London’, Art History, 30:4 (September 2007), 611-627.
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contemporaneous British artists through exhibitions and acquisitions of their works
(Matthew Smith, Paul Nash, Barbara Hepworth, Henry Moore, etc.). After the war, Hendy
became the Director of the National Gallery (London), following the footsteps of his
predecessor Kenneth Clark, and was tasked with the rehang of the collection and the
rebuilding of the war-torn galleries. Hendy would become the Gallery’s longest serving
Director (1946-1967), emphasising public access to the museum and visitor leisure, as well
as the development of scientific methods in conservation. Through such ideas, Hendy helped
professionalise and standardise museum practice and visitor facilities in ways that sought to

transform the delivery of this public service and reshape the experience of museum visiting.

Museum histories

Much is known about the origins and evolution of national and municipal museums
and their collections during the long nineteenth century, especially with regard to their
function in Victorian society, as sites of moral didacticism and civic reform. Scholars have
explored how issues of class informed the foundation and growth of such museums, the
attitudes of their keepers and curators to visitors, the role of connoisseurship in the
formation of these early collections, and the relationship between display, perception and
contemporary visual culture.’? In particular, the National Gallery in London has drawn
considerable interest from historians, who have mapped themes as diverse as the

intersection of art historiography and display, the refiguring of museum architecture, as for

12 see for example Snape, Robert, ‘Objects of Utility: Cultural Responses to Industrial Collections in
Municipal Museums 1845-1914’, Museum and Society, 8:1 (2010), 18-36; Hill, Kate, Culture and Class
in English Public Museums, 1850-1914 (Aldershot: Ashgate, 2005); Prior, Nick, Museums and
Modernity Art Galleries and the Making of Modern Culture (Oxford: Berg, 2002a). Museum
monographs include Stearn, William T., The Natural History Museum at South Kensington: A History
of the British Museum (Natural History) 1753-1980 (London: Heinemann in association with the
British Museum Natural History, 1981); Burton, Anthony, Vision and Accident: The Story of the
Victoria and Albert Museum (London: V&A Publications, 1999).
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example in the Gallery’s Barry Rooms in the 1870s, or the Gallery’s role in the
institutionalisation of the arts in Britain in the hands of directors such as Charles Eastlake or
Frederic Burton.’® In relation to regional museums - whether housing ethnographic,
industrial or fine art collections - to date considerable research has been undertaken,

particularly in relation to the nineteenth-century expansion of industrialised cities.*

In comparison, there has been less reflection on such cultural institutions and their
fields of influence in the twentieth century, both national and regionally, although there are
signs of a growing interest in the historiography, beginning with Gaynor Kavanagh’s study of
regional museums in Britain during WWI (1994),%*> and several recent studies which address
the relationship between modernist literature and museums at the beginning of the century,
studying for example how museums have been reflected in poetry and fiction, or the
negotiation between so-called ‘high’ culture and popular audiences.'® Furthermore, wide-
ranging histories such as Andrea Geddes Poole’s Stewards of the Nation’s Art (2010), Francis
Taylor’s Art for the Nation: Exhibitions and the London Public, 1747-2001 (2007), and Andrew
McClellan’s The Art Museum from Boullée to Bilbao (2008) furnish general discussions about

the changes that art museums have undergone in the context of evolving policies and

13 Klonk, Charlotte, ‘Mounting Vision: Charles Eastlake and the National Gallery of London’, Art
Bulletin, 82:2 (2000), 331-347; Klonk, Charlotte, Spaces of Experience: Art Gallery Interiors from 1800
to 2000 (New Haven, Conn.; London: Yale University Press, 2009); Whitehead, Christopher, The
Public Art Museum in Nineteenth-century Britain: The Development of the National Gallery
(Aldershot: Ashgate Publishing, 2005b), and Avery-Quash, Susanna and Julie Sheldon, Art for the
Nation: The Eastlakes and the Victorian Art World (London: National Gallery, 2011a). Also note the
recent and continuing doctoral work of Elena Greer and Elizabeth Heath about the National Gallery
and the National Portrait Gallery Directors, Sir Frederic Burton, and George Scharf, and the one-day
workshop ‘George Scharf and the Emergence of the Museum Professional in Nineteenth-Century
Britain’ (2015, NPG).

14 Hill, Kate, 2005; Woodson-Boulton, Amy, Transformative Beauty: Art Museums in Industrial Britain
(Stanford, California: Stanford University Press, c2012); and Gosden, Chris and Frances Larson,
Knowing Things: Exploring the Collections at the Pitt Rivers Museum, 1884-1945 (Oxford; New York:
Oxford University Press, 2007).

15 Kavanagh, Gaynor, Museums and the First World War: A Social History (London: Leicester
University Press, 1994).

16 See here the work of Paul, Catherine E., Poetry in the Museums of Modernism: Yeats, Pound,
Moore, Stein (Ann Arbor: University of Michigan Press, 2002), and Hoberman, Ruth, Museum
Trouble: Edwardian Fiction and the Emergence of Modernism (Charlottesville; London: University of
Virginia Press, 2011).
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changing trends in patronage.'” Other instances are monographic studies of museums that
focus entirely or partly on the history of these institutions in the last century, among them
Samuel Alberti’s study of Manchester Museum (2009) and Suzanne MacLeod’s of the Walker
Art Gallery, Liverpool (2013), and outside Britain, Julia Noordegraaf’s book on the Boijmans
Museum (2004), Kristina Wilson’s about the Metropolitan Museum of Art and the Museum
of Modern Art (MoMA) in the 1920s-1930s (2009), and Charlotte Klonk’s investigation into
the interiors of Berlin art galleries in the early twentieth century.!® One further interesting
development has been the growth of ethnography and oral history as methodologies for
engaging with the recent histories of such organisations, as exemplified by the current

research conducted by Linda Sandino at the V&A.*®

This thesis sits within this burgeoning scholarship about museums in the twentieth
century and focuses on the three case-studies mentioned earlier to examine the hitherto
under-researched context of museums during the interwar, wartime and post-war periods
in Britain (1934-1956). Specifically, it draws attention to the modernisation of museums that
curators like Philip Hendy undertook in the first half of the twentieth century, an aspect that
often crops up in many of these academic texts, more or less perceptibly but rarely as an

integrated aspect of their accounts.?® In the context of the art museum this represented,

17 Taylor, Brandon, Art for the Nation: Exhibitions and the London Public, 1747-2001 (Manchester:
Manchester University Press, 1999); McClellan, Andrew, The Art Museum from Boullée to Bilbao
(Berkeley and Los Angeles: University of California Press, 2008); Geddes Poole, Andrea, Stewards of
the Nation's Art: Contested Cultural Authority, 1890-1939 (Toronto: University of Toronto Press,
2010).

18 Alberti 2009; MaclLeod, Suzanne, Museum Architecture: A New Biography (London; New York:
Routledge, Taylor & Francis Group, 2013); Noordegraaf; Klonk 2009, pp. 49-85; Klonk, Charlotte,
‘Patterns of Attention: From Shop Windows to Gallery Rooms in Early-Twentieth-Century Berlin’, Art
History, 28:4 (September 2005), 468—496. Other examples of institutional biographies are included
in Museums and Biographies 2012, and The Museum is Open: Towards a Transitional History of
Museums 1750-1940, ed. by Andrea Meyer and Bénédicte Savoy (Berlin: De Gruyter, 2014).

% Linda Sandino’s research is ongoing, but see Sandino, Linda, ‘For the Record: [un]official voices at
the V&A’, Journal of Conservation and Museum Studies, 10:1 (2012), 54-58; Sandino, Linda, ‘A
Curatocracy: Who and What Is a V&A Curator?’ in Museums and Biographies, pp. 87-99.

20 Amy Woodson-Boulton has explained this shift from ‘experience to appreciation’, Woodson-
Boulton, pp. 148-174. See also McClellan 2008, pp. 13-41.
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historians such as Andrew McClellan have argued, a shift towards a policy of ‘aesthetic
idealism’ that sought to avoid the ‘taint of materialism and bourgeois superficiality’ that
contemporaries attributed to Victorian society.?! Scholars have variously discussed this
transition, highlighting the new set of concerns which informed this museum policy of
aesthetic appreciation, such that curators sought to build representative collections of
‘originals’ with ‘the best’ art, restrict the number of works of art on display, and create
different exhibition lay-outs for general and specialist visitors.?? In the scholarly literature,
this change is usually considered to have engendered an increasingly elitist and professional
attitude that spoke to well-educated middle-class audiences only.2 As such, it is
conventionally set against the instrumentalist and didactic model of the nineteenth-century
museum, in which the educational function is given priority and the museum aims to serve

its visitors ‘through active involvement in their everyday lives’, as McClellan has noted.?

That said, the museum theorist and historian Suzanne MacLeod has reminded us
that these neat distinctions betray an ‘overarching dualism of access versus contemplation’,

and as such may fail to recognise the inherent complexities entrenched in such schemes of

21 McClellan 2008, p. 28. This shift has also been noted by Halona Norton-Westbrook, see Norton-
Westbrook, Halona, ‘Between the “collection museum” and the university: the rise of the
connoisseur-scholar and the evolution of art museum curatorial practice 1900-1940’ (unpublished
thesis, University of Manchester, 2013), p. 26; Conn, Steven, Museums and American Intellectual
Life, 1876-1926 (Chicago: University of Chicago Press, 1998); Taylor; Woodson-Boulton; and Tzortzi,
Kali, Museum Space: Where Architecture Meets Museology (Farnham; Surrey: Ashgate, 2015), pp.
45-52.

22 McClellan 2008, pp. 30-31; Tzortzi, pp. 50-51; and MaclLeod 2013, pp. 101-108, which illustrates
the new emphasis through a case-study of the director Frank Lambert at the Walker Art Gallery.
Woodson-Boulton also notes the growing interest to build systematic policies and offer an
‘intellectual education’ in museums. See Woodson-Boulton, pp. 172-173.

23 paul Di Maggio’s examination of the organisational field of the museum in American museums in
1920-40 is an early example of this positioning of the museum. See Di Maggio, Paul, ‘Constructing an
Organizational Field as a Professional Project: US Art Museums, 1920-1940’ in The New
Institutionalism in Organizational Analysis, ed. by Walter W. Powell and Paul J. Di Maggio (Chicago;
London: The University of Chicago Press, 1991), pp. 267-292. Both Di Maggio and McClellan establish
a binary model of aestheticism vs education, the first being identified with the Museum of Fine Arts
Boston (Benjamin lves Gilman), as opposed to the Newark Museum (John Cotton Dana). See
McClellan, Andrew, ‘A Brief History of the Art Museum Public’ in Art and its Publics, Museum Studies
at the Millennium ed. by Andrew McClellan (Oxford and New Malden: Blackwell, 2003), pp. 17-23;
and McClellan 2008, pp. 28-32.

24 McClellan 2008, p. 30.
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modernisation.? As the art historian Kristina Wilson has observed with regard to modern art
museums in America, their transformation into elite spaces in the twentieth century was
‘gradual and uneven’, so that while their promoters owned to their specialised knowledge,
‘they were preoccupied nonetheless with guiding the public, much as their forebears did in
the nineteenth century, to an appreciation of art’.?® In the German context, Charlotte Klonk
has argued that in the early twentieth century, several curators of art museums such as Hugo
von Tschudi (Nationalgalerie, Berlin), Ludwig Justi (art gallery in Frankfurt, and
Nationalgalerie), Alfred Lichtwark (Kunsthalle, Hamburg), and Konrad Lange (picture gallery
in Stuttgart), sought to reflect contemporary aesthetic concerns and have an emotional
impact on visitors, often turning museums into ‘intimate private spaces’ by lowering ceilings,

using colourful backgrounds, and displaying pictures well-spaced at eye level.?”

Inspired by these accounts and using them as a starting point for a discussion with a
different set of foci, the thesis seeks to tackle what the sociologist Nick Prior has described
as the ‘allotropic’ status of museums, that is how they have ‘oscillated between contrasting
sets of values and exhibited apparently self-contradictory behaviour — inward-looking elitism
and populist democratic pedagogy, religiosity and secularism, traditionalism and
modernity’.2® These tensions have not altogether disappeared in contemporary museums,
and it is arguable that many — and most acutely the art museum - still hover somewhere
between ‘constraint and enfranchisement, regulation and transgression, state and
distinction’, as Prior suggests.?® As such, the thesis explores how the museums in this study

sustained to a greater or lesser degree a dual identity as spaces that were adapting to the

25 Macleod 2013, p. 21.

26 Wilson, Kristina, The Modern Eye: Stieglitz, MoMA, and the Art of the Exhibition, 1925-1934 (New
Haven, Conn.; London: Yale University Press, c2009), p. 11.

27 Klonk 2009, pp. 55-72, 85. See the entire chapter, pp. 49-85.

28 prior, Nick, ‘Museums: Leisure Between State and Distinction’ in Histories of Leisure, ed. by Rudy
Koshar (Oxford: Berg, 2002b), pp. 27-28.

2 Prior 2002b, p. 40.
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recreational uses of lay visitors as well as being generative of socially exclusive spheres under

the dominance of cultural elites.°

The decision to address this dual identity of the museum arose out of the
observation that in his modernising pursuits, Hendy like other similarly-minded curators,
engaged in a project that worked on two fronts at once — an undertaking that was entwined
with ideas about the professionalisation of curatorship and the status of the museum on the
one hand, and by an understanding that the ‘modern” museum would need to become a
more democratic institution responding to the changing needs of present-day visitors, on the
other. This translated into a concern simultaneously to both update, systematise and
improve standards of display, collecting and conservation, and to democratise the access
and use of museum collections in a way that would resonate with contemporary viewers. In
this manner, the thesis articulates the increasingly professionalised endeavours in the
museums under review, and examines how these informed, but also competed with, the
concrete methods and techniques by which these galleries sought also and
contemporaneously to open their doors to the interests of larger publics and enlist them in

their modernising efforts.

Tony Bennett has observed that there has been a longstanding mis-match between
the demand for public engagement in museums and the rationality constituted in the actual

modes of its functioning, which may be reflected, as noted above, in the discrepancy

30 | am influenced here by Prior’s idea of the museum as an ‘allotrope’ imbued with dual properties.
Prior complicates this binary conception of the museum, arguing for example that the nineteenth-
century museum cannot be reduced to ‘the ideologies of a fully constituted bourgeois class’, as it
gradually ‘opened up to the possibility of popular use by more amorphous metropolitan crowds’.
See Prior 2002b, pp. 34-40.
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between the rhetoric of museum professionals and their practice.3! Importantly, Bennett has

argued that in the museum

[...] the public rights demand is produced and sustained by the dissonance between,
on the one hand, the democratic rhetoric governing the conception of public
museums as vehicles for popular education and, on the other, their actual
functioning as instruments for the reform of public manners. While the former
requires that they should address an undifferentiated public made up of free and
formal equals, the latter, in giving rise to the development of various technologies
for regulating or screening out the forms of behaviour associated with popular
assemblies, has meant that they have functioned as a powerful means for

differentiating populations.*?

In this regard, close attention to such conflicting ‘cultural dynamics and relations’ in the
early-twentieth-century museum may allow us to inquire into historically specific ‘new forms
of political rationality’ that shaped its activity.3® This concern is at the heart of this
investigation, which critically engages with the competing agendas of democratisation and
professionalisation, but rather than seeing them as mutually exclusive from the outset, the
former liberating and emancipatory, the latter coercive and reforming, as has been usually
the case, the thesis investigates their internal logic as a series of co-dependent operations
that at one and the same time enabled openness and closure, freedom and coercion, at once
defining and blurring the boundaries that separated the public from the expert.3* This may

be linked to Bennett’s reading of Foucault’s theory of liberal government, whereby freedom

31 Bennett, Tony, ‘The Political Rationality of the Museum’, Continuum: The Australian Journal of
Media & Culture, 3:1 (1990), 35-55 (p. 36). | am also indebted to my colleague Dr Liz Stainforth for
articulating this distinction in these terms in the course of our academic collaboration.

32 Bennett 1995, pp. 90-91.

33 Bennett, Tony, ‘Thinking (with) Museums: From Exhibitionary Complex to Governmental
Assemblage’ in The International Handbooks of Museum Studies: Museum Theory, vol. 1, ed. by Kylie
Message and Andrea Witcomb (Chichester, West Sussex: Wiley Blackwell, 2015), p. 6.

34 A similar tension is observed in McClellan 2008, pp. 55-56.
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is not the antinomy of coercive power, but ‘a mechanism by which government operates’
and which is ‘distributed differentially through the social body, and consumed via the
processes through which the activity of governing is organized’.® This type of governmental
power, Bennett has argued, can be directed towards ‘the welfare of the population, the
improvement of its condition, the increase of its wealth, longevity, health, etc.’.3® In this way,
(liberal) government is distinct from the state in that it ‘refers to the much broader sphere
of practices in which claims to particular forms of knowledge and authority are invoked in
the context of attempts to direct “the conduct of conduct”’.?” It is for this reason that the
concept of liberal government provides for Bennett a framework ‘through which to think
about the role played by the public museum in the development of a distinct set of
power/knowledge relations’ which bring about particular notions of culture at the same time

as they shape social behaviour.3® In this sense, Bennett conceives of culture as

...a set of knowledges, expertise, techniques and apparatuses which - through the
roles they play as technologies of sign systems connected to technologies of power
and working through the mechanisms of technologies of the self — act on, and are

aligned in relation to, the social in distinctive ways.*®

Culture is here further theorised as ‘a historically specific set of institutionally embedded
relations of government in which the forms of thought and conduct of extended populations
are targeted for transformation [...]".*° In this process, Bennett argues, ‘expertise’ generates
‘particular ways of speaking the truth and making it practical’ and this is in turn ‘connected

to particular ways of acting on persons — and of inducing them to act upon themselves —

35 Bennett 2015, p. 5.

36 |bid., p. 9.

37 Bennett, Tony, ‘Culture and Governmentality’ in Foucault, Cultural Studies, and Governmentality,
ed. by Jack Z. Bratich, Jeremy Packer, Cameron McCarthy (Albany: State University of New York
Press, 2003), p. 61.

38 Bennett 2015, p. 5.

39 Bennett 2003, p. 60.

40 Bennett quoted in Foucault, Cultural Studies, and Governmentality, p. 6.
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which, in turn, form particular ways of acting on the social’.*! With regard to museums in the
nineteenth century, Bennett employs the term ‘exhibitionary complex’ to describe the acting
out of this process and to explain how the museum functioned through ‘a set of cultural
technologies concerned to organize a voluntarily self-regulating citizenry’ by making it the
subject as well as object of knowledge.*? As he has argued, museums developed in tandem
with other so-called exhibitionary apparatuses (e.g. international fairs and department

stores) and encouraged populations

[...] to know rather than be known, to become subjects rather than the objects of
knowledge. Yet, ideally, they sought also to allow the people to know and thence to
regulate themselves; to become, in seeing themselves from the side of power, both
the subjects and the objects of knowledge, knowing power and what power knows,
and knowing themselves as (ideally) known by power, interiorizing its gaze as a

principle of self-surveillance and, hence, self-regulation.®

These are relevant theoretical considerations for this thesis, given the impetus to precisely
transform the museum in the first half of the twentieth century, through the double move
towards professional expertise on the one hand (through new forms of knowledge and
technique), and towards more democratised understandings of culture on the other. Both of
these had a bearing on the kinds of artistic perception that could take place within the
museum and the types of experience made available to visitors, and by extension, the
particular forms of selfhood the museum enabled. That said, it can be argued that the
‘exhibitionary complex’ sets up a perhaps too direct correlation between ‘practices of
exhibition and the modalities of power that accompanied the development of the public

museum’.* In this respect, Bennett himself has conceded that the exclusive focus on

41 Bennett 2003, p. 54.
42 Bennett 1995, p. 63.
“ |bid.

44 Bennett 2015, p. 10.
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exhibition practice fails to account for the more complex ways in which museums may
partake in power/knowledge relations, as it does not consider other contexts (e.g. how
museums may be resources for research); it limits its purview to an analysis of intended
publics (either visitors or audiences reached through other public channels), thus discounting
those populations that are not visitors but are figured in the museum’s narratives through
its field of representation; and lastly, it focuses on the agency of subjects already in the
museum (curators, education officers, conservators, architects, public) at the expense of ‘the
varied forms of agency that are exerted along the diverse routes through which objects reach
museums’.* In this thesis, the focus is on the study of curatorial histories in the twentieth
century, but it does not claim to be a diagnosis of the entire field of twentieth-century
museums, let alone of the logics of power/knowledge that can be derived from the ‘museum’
in abstract terms. Rather, it is a grounded effort to examine a particular set of problems
around public display that a number of regional and national art museums confronted in this
period and which resulted in a new understanding of visitors and their practices in the

museum.

Perhaps most importantly, Bennett’s analysis rests on a set of conditions that were
specific to the nineteenth century, and several scholars have accused its undue emphasis on
the museum’s disciplinary features which, some have argued, betrays a monolithic and
uniform view of historically complex networks of social actors and objects.* Such critiques
are not entirely unjustified,*” however Bennett himself has acknowledged the historical
limitations of his proposed paradigm which, as already noted, arose ‘from a historically

particular set of its relations to the exhibitionary disciplines’ that have ‘clearly been

4 |bid., pp. 11-12.

46 See here Woodson-Boulton; Rees Leahy, Helen, Museum Bodies: The Politics and Practices of
Visiting and Viewing (Farnham: Ashgate, 2012); Hoberman; Wilson.

47 Bennett considers many of these critiques misdirected, as he does not equate the museum with
disciplinary systems such as the penitentiary, but as a parallel process.
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transformed’ in the past century.® Notwithstanding, Bennett has argued that the analytical
foundations of the ‘exhibitionary complex’ might still offer a framework in which to locate
‘variant formulations of contemporary reorderings of the relations between museums and
liberal forms of government’.* In this regard, the thesis attends to governmental aspects of
Hendy’s project to reform the art museum, but its close reading of primary sources in each
of the case-studies - both written and visual - complicates and in some cases calls into
question the validity of Bennet’s categories. Bennett’s account arguably pays insufficient
attention to the messiness and inconsistency of historical process, as reflected for example
in the ambivalent agenda that underpinned Hendy’s curatorial and architectural
programmes, in his heterodox approach to historiography, and the external constraints
which deterred the realisation of some of his plans. Taking a different direction, the thesis
explores the tension between the notional and practical realms in museums, that is how
professional discourses and the ensuing discussions in the public sphere manifested

themselves unevenly in the museums’ actual modes of functioning.

One way of grounding this set of concerns is through the study of the museum’s
physical environment, as a material field that took on considerable importance in twentieth-
century museums as a first step towards the realisation of their transformative potential. In
her study of the Boijmans Museum in The Netherlands, Julia Noordegraaf has noted that
museum reformers in the early twentieth century were innovative in their use of ‘the layout,
architecture and arrangement of the museum as a means to guide the imagined viewer
during their visit to the museum’.>® The case-studies in this thesis similarly reveal the key role

played by the museum’s visual presentation as a primary object of analysis, providing an

48 Bennett 2015, p. 10.
“ |bid., p. 11.
50 Noordegraaf, p. 143.
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empirical base through which to understand the modernising intent within the museum

alongside the host of constraints, physical as well as human, which shaped such processes.

The interweaving of democratising and professional logics in this reordering of
museum space engendered two main trajectories within the art museum, as will be argued:
the first was concerned with temporality, the second with the question of vision and
visibility. In the first case, the impetus towards professionalisation and democratisation
inscribed the museum with specific articulations of time which prioritised ‘the present’ —in
contradistinction to the past or the future - as a temporal framework.>* On the one hand, the
idea of the democratic museum became temporally equated with this conception of being
in the present, emphasising the experience of contemporary visitors and distancing the
museum from a past that appeared remote and outdated.”? For example, Hendy’s
interventions to make the gallery a more welcoming place were aligned with publications
that urged museums to become adaptable and responsive to perceived visitor needs. On the
other hand, the museum profession likewise sought to distinguish itself from the past by
emphasising the dynamism of the occupation and its ability to meet present-day

expectations through a process of constant change and specialisation.

Secondly, such concerns were translated into curatorial practice as a means to assist,
but also reform, visitor perception, placing an emphasis on the visibility of museum

collections and on the ability of visitors to see and look. On the one hand, the

51 For a discussion of temporality in museums, see Gielen, Pascal, ‘Museumchronotopics: on the
Representation of the Past in Museums’, Museum and Society, 2:3 (November 2004), 147-160.
Gielen uses the concept of the ‘chronotope’, which derives from the literary work of the scholar
Mikhail Bakhtin, to think about the narratives that can be constructed within the spatio-temporal
frameworks of the museum. See also Walklate, Jennifer Anne, ‘Timescapes: the production of
temporality in literature and museums’ (unpublished thesis, University of Leicester, 2013).

52 The concept of the ‘present’ is used here only to indicate a temporal moment that is distinct from
what is past or from what can be anticipated in the future. It is different from the concept of
‘presence’ theorised by Hans Ulrich Gumbrecht as that which is beyond meaning. See Gumbrecht,
Hans Ulrich, Production of Presence: What Meaning Cannot Convey (California: Stanford University
Press, 2004).
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implementation of new technical means of exhibition went hand in hand with a policy of
institutional openness that endeavoured to maximise access and ensure the best possible
viewing conditions, in the belief that these innovations would afford visitors an unmediated
experience of the works of art on display. On the other, this project was underpinned by a
desire to cultivate self-improving viewing subjects, and as such responded to regulatory
discourses about the arts and design that Hendy and like-minded curators identified with

their professional ambitions.

The question of visibility has been very present in museum history, and has been
variously addressed by Tony Bennett, Christopher Whitehead, Charlotte Klonk, and Julia
Noordegraaf, among others.>® The historian Helen Rees Leahy has pointed out that the
corporeal techniques of museum visiting have involved not only looking per se, but also ‘who
and where to stand, where and how fast to walk, what to say and what not to say, and what
not to touch’.>* As she argues, this relates to the regime of ‘visuality’ enacted by the museum,
whereby the ‘eye’ of the ‘practised museum spectator’ is always ‘embodied within a
repertoire of actions’ that ‘reflect and respond to the space of display, to the conditions of
viewing and the presence of other spectators’.>® Bennett has also written extensively about
the role of vision in the development of the modern museum, which opened up objects ‘to

more public contexts of inspection and visibility: this is the direction of movement embodied

53 See here Bennett, Tony, ‘Civic Seeing: Museums and the Organization of Vision’ in A Companion to
Museum Studies, ed. by Sharon MacDonald (London: Routledge, 2006a), pp. 263-281; Bennett, Tony,
‘Speaking to the Eyes: Museums, Legibility and the Social Order’ in The Politics of Display; Bennett
1995. Whitehead has also highlighted the principles of observation and visibility in the National
Gallery in the nineteenth century, in Whitehead 2005b, pp. 8-16. Noordegraaf in her study relates
the museum to the contemporary visual culture of the department store and the patterns of
looking, and some aspects of Klonk’s work reflect a similar approach.

54 Rees Leahy, p. 5.

55 |bid., pp. 5-6. The concept of visuality can here be distinguished from visibility and from vision, as
well as from visualisation, which are used in the thesis. Visuality invokes not just vision, but a ‘scopic
regime’ that exercises some form of hegemonic control. Visuality is discussed by Jay, Martin,
Downcast Eyes: The Denigration of Vision in Twentieth-century French Thought (University of
California Press, 1993), p. 9; Mirzoeff, Nicholas, The Right to Look: A Counterhistory of Visuality
(Duke University Press, 2011), and Mirzoeff, Nicholas, ‘On Visuality’, journal of visual culture, 5:1
(2006), 53-79.
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in the exhibitionary complex. A movement that simultaneously helped to form a new public

and inscribe it in new relations of sight and vision’.*® Bennett has further argued that:

..the development of the exhibitionary complex also posed a new demand: that
everyone should now see, and not just the ostentation of imposing facades but their
contents too. [...] In Britain, France, and Germany, the late eighteenth and early
nineteenth centuries witnessed a spate of state-sponsored architectural
competitions for the design of museums in which the emphasis shifted progressively
away from organizing spaces of display for the private pleasure of the prince or
aristocrat and towards and organization of space and vision that would enable

museums to function as organs of public instruction.’

In the present context, vision was central to the task of the twentieth-century art museum
as a bodily — both corporeal and cognitive — practice that took two primary meanings. First,
it was identified with an aesthetico-formal engagement with works of art and with the
pleasure that the viewer could derive from this experience. Secondly, it was linked to a
process of visualisation whereby the museum rendered its activity transparent to ‘the critical
gaze’ of visitors and so empowered them to make judgements about ‘public facts’, to borrow
the expression from the political theorist Yaron Ezrahi.>® These tactics informed the practice
of Hendy across the different museums (though the latter definition is only developed in the
context of the National Gallery), aiming to maximise the possibilities that the museum

offered to visitors as viewing subjects, as will be discussed.

%6 Bennett 1995, p. 73.

57 |bid., p. 68.

58 Ezrahi, Yaron, ‘Technology and the Civil Epistemology of Democracy’ in Technology and the Politics
of Knowledge, ed. by Andrew Feenberg and Alastair Hannay (Bloomington; Indianapolis: Indiana
University Press, 1995), p. 162.
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Professionalisation

The concepts of profession and professionalisation have undergone theorisation since the
1930s within the field of sociology, but they remain elusive in other fields and their
application continues to be debated.>® In the museum world, professionalisation has been
commonly discussed in museum management manuals and standard survey histories, and
as a result has been considered, as Kavanagh has noted, ‘as much an ideal as a reality’ which
has been treated ‘uncritically’.’® This may be related to the complex constitution of the
museum professions, which bring together diverse subfields of expertise (curatorship,
conservation, education, etc.), to which must be added the relatively recent codification of
professional rules of practice (i.e. in Britain, the Museums Association’s code of conduct and
the Museums Charter date to 1977 and 1991, respectively).®! Be that as it may, the museum
professions have received little scholarly attention, perhaps with the exception of
sociological research in the US in the late 70s and early 80s.52 Among these early studies were

those of Paul Di Maggio and Vera Zolberg, which addressed the constitution of the

5 This observation was first made by Kavanagh in Kavanagh, Gaynor, ‘The Museums Profession and
the Articulation of Professional Self-consciousness’ in The Museums Profession: Internal and External
Relations, ed. by Gaynor Kavanagh (Leicester: Leicester University Press, 1991), pp. 39-55. More
recent work confirms this trend, as seen in Norton-Westbrook 2013, p. 27.

80 Kavanagh 1991, p. 39. The discussions in such publications often relate to practical concerns and
contemporary agendas for museums in the 1980s-1990s climate. Among may be noted
Professionalising the Muses: The Museum Profession in Motion, ed. by Peter Van Mensch
(Amsterdam: AHA Books, 1989); Museums: A Place to Work — Planning Museum Careers, ed. by Jane
R. Glaser and Artemis A. Zenetou (London: Routledge, 1996); Boylan, Patrick J., ‘Museum Careers:
Ever Changing and Ever Growing’, Museum International, 45:4 (1993), 4-7; and Boylan, Patrick J.,
Running a Museum: A Practical Handbook, UNESCO/ICOM, Paris (2005). A useful overview of the
museum profession is made in Boylan, Patrick, ‘The Museum Profession’ in Companion to Museum
Studies, ed. by Sharon MacDonald (Oxford: Blackwell, 2006), pp. 415-430.

61 See http://www.museumsassociation.org/ethics/code-of-ethics [accessed 17" November 2016].
See also the Museums Charter in Museums and Professionalism, ed. by Gaynor Kavanagh (London;
New York: Routledge, 1995), pp. 17-18. In the US, an earlier code of ethics was published in 1925,
Madison, H. L., ‘Tentative Code of Museum Ethics, Published for the Twentieth Annual Meeting of
the American Association of Museums’, The Museums Journal, 25 (1925), 19-23. A ‘Code of Ethics for
Museums’ was not published, however, until 1991.

62 See Hoachlander, Marjorie E., Profile of a Museum Registrar (Washington, D.C.: Academy for
Educational Development, 1979); and Zeller, Terry, ‘Art Museum Educators: Art Historians, Curators,
or Educators? A Question of Professional Identity’, Curator: The Museum Journal, 27 (1984), 105—
123.
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professional fields of the art museum in the first decades of the twentieth century in
America. Di Maggio focused on patterns of professionalisation and on what he calls the
‘structuration’ of the organisational field, by which he referred to the networks that link the
organisations that support and regulate policies.®® On her part, Zolberg pointed to the
changing aims of museums as their internal organisation came under the influence of social
‘macro-trends’ such as the ‘professionalization of occupations, bureaucratization, elite
formation, the democratization of education [..]’.%* In Britain, there was a crop of
publications dealing with the museum professions in the early to mid-1990s, several of which
resulted from conferences where academics and practitioners revised distinct aspects of
museum practice (curatorship, marketing, research) in their contemporary and historical
contexts (the local economy, collections issues of class, the future agenda for museums).®®
Gaynor Kavanagh and Lynne Teather stand out among those attempting to understand the
development of the museum in relation to the wider sociological literature of the
professions, Kavanagh charting a tentative history of the different phases of museum
professionalisation in Britain and Teather setting such developments against ‘commonly

accepted sociological criteria’.®

However, many of these publications were coming out of ‘current museum thinking

and planning’ and as such were bound with discussions about the ‘quality of museum

63 Di Maggio 1991, p. 267. Di Maggio significantly highlights the role of the Carnegie Corporation in
America for the advancement of professional control.

64 See Di Maggio 1991; Zolberg, Vera L., ‘Conflicting Visions in American Art Museums’, Theory and
Society, 10:1 (1981), 103-125. Zolberg argues that there are three phases: a pre-professional of
unspecialised amateurs, a second characterised by increasingly professionalised staffs and an
executive, and a third in which the administration of the museum becomes more
technobureaucratic in the hands of ‘managerial specialists’. See Zolberg, p. 104.

55 See Kavanagh 1991; Teather, Lynne ‘The Museum Keepers: The Museums Association and the
Growth of Museum Professionalism’, Museum Management and Curatorship, 9, (1990b), 25-41;
Teather, Lynne, ‘Professionalism and the Museum’ in The Museum: A Reference Guide, ed. by
Michael S. Shapiro (New York: Greenwood Press, 1990a), pp. 299-327.

86 Teather 19904, p. 299. Teather’s approach is in some ways problematic as it imports sociological
models of other professions and considers museums a ‘pseudo-profession’ that has not yet
developed its full potential. This constructs as a result a teleological view of professionalisation.
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provision” and ‘skilful management’ that had dominated museums since the 1980s.5” For
instance, in the 1990s Kavanagh edited and contributed to several such publications
concerning museum provision, and regarded them as influential referent points in ‘a decade
of anxiety over the management of museums [...]".8 While these studies can be said to
inform a particular — if in its own way useful — moment in museum management,
professionalisation remains conspicuously absent from the critical literature about

twentieth-century museology, which is yet to be fully exploited through a detailed analysis

and investigation into these histories.

It is then possible to turn to sociological literature on the professions for answers,
however such generic definitions of professionalisation are often ill-matched with the
specifics of museum practice.® For instance, Kavanagh has drawn attention to the problems
that arise when such theoretical paradigms, which are based on the study of one ‘perfect
profession’, are imposed on others that may share some but not all these characteristics.”
Characteristically, she has further noted, the typological traits associated with the
professions have been ‘skill based on theoretical knowledge; the provision of training and

education; tests for competence of members; organization; adherence to a code of conduct;

and altruistic service’.”* Accounts of the professions that focus exclusively on such formal

67 Kavanagh 1991, p. 3. See also Museum Languages: Objects and Texts, ed. by Gaynor Kavanagh
(Leicester: Leicester University Press, 1991). The two collections (The Museums Profession: Internal
and External Relations and Museum Languages: Objects and Texts), resulted from the conference
‘Breaking New ground’ (April 1990, University of Leicester) bringing together academics, consultants
and museum professionals. Other examples of these discussions about the professions from a
practitioner perspective can be found in Museums 2000: Politics, People, Professionals and Profit,
ed. by Patrick J. Boylan (London; New York: Routledge, 1992). This volume resulted from the
Museums Association Conference celebrating the Association’s Centenary, and had contributors
from the museums profession and the wider political, academic and business communities.

%8 |bid. p. 4.

89 Kavanagh 1991, p. 42.

70 |bid. See also here Abbott, Andrew D., The System of Professions: An Essay on the Division of
Expert Labour (Chicago: University of Chicago Press, 1988), pp. 15-19.

"1 These are cited by Kavanagh 1991, p. 42, who is referring to the work of Paul Di Maggio (1983),
which she argues models the study of the museum professions on Geoffrey Millerson’s sociological
account of professionalisation. See Di Maggio, Paul, ‘The American Art Museum Director as
Professional: Results of a Survey’, Bullet (July 1983), 5-9; and Millerson, Geoffrey, The Qualifying
Associations: A Study in Professionalization (London, New York: Routledge & Kegan Paul, 1964).
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properties without taking into consideration contextual and content-related aspects
construct the professions as fixed and monolithic, when they are in fact in a ‘state of
change’.”? This point is particularly significant for the period under review in this thesis, in
which a segment of the museum profession was reshaping the delivery of museum service
and its attitudes to visitors in terms that not only emphasised a departure from previous
work models, but which were also developing unevenly and inconsistently. For example,
although curatorship is a more central subfield of museum practice in this thesis than any
other, it does not figure as a discrete object of analysis as there are overlaps with other
specialist fields, specifically that of conservation. In this way, professionalisation should not
be considered ‘a historiographical meta-narrative’, as the historian Samuel Alberti has noted,
rather ‘the construction of professional identities’” must be studied as ‘a historically and

geographically contingent endeavour’.”

Museum historians undertaking empirical studies of professionalisation have
overwhelmingly turned to the nineteenth century as their subject of study, exploring
questions related to the form