Museum Publishing:
Production and Reception

of Museum Books

Thesis submitted for the degree of
Doctor of Philosophy
at the

University of Leicester

by

Sarah Anne Hughes, MA (Leicester)
School of Museum Studies

University of Leicester

December 2010



Frontispiece:  Image removed for copyright reasons. Catalogues for the exhibition
Gauguin: Maker of Myth, at Tate Modern, 2010, waiting for purchasers

in the exhibition bookshop. (Photograph by the author.)



Museum Publishing: Production and Reception of Museum Books

Sarah Anne Hughes

This thesis addresses the phenomenon of museum publishing to question why
books are produced by museums. The answer to this question is sought through an
empirical study that examines museum books from both their production and their
reception as well as a detailed study of the relationship of the texts to the museum.
The case study methodology supplies interview data from museum staff involved
in writing, editing, designing and project-managing the production of books at the
National Gallery and the Wellcome Collection, both in London. Interviews with
staff involved with publishing in other national and provincial institutions broaden
the basis of these case studies. Visitor responses are obtained primarily through
questionnaires delivered electronically to volunteers who purchased exhibition
books at these institutions.

The cross-disciplinary research draws on theories from museum and
publishing studies. Data are analysed from the theoretical position of an active
audience (Abercrombie and Longhurst 1998) whose uses of books encompass
functions of memory and representation. Genette’s (1997) concept of paratext
forms the basis from which to characterise the reciprocal relationship between
catalogues and their associated exhibitions.

Books contribute to the communication resources of museums, but rather
than being viewed merely as adjuncts to the exhibits on display, they are presented
in this study as integral to the visitor’s experience both during the museum visit
and later, as distributed objects in personal ownership and in wider society. The
authority and cultural values associated with books when combined with those of
the museum make them a particularly forceful resource for meaning-making for

both the producers and the consumers.
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1 Museum publishing - commerce, communication and

culture

With the diverse communication and meaning-making resources at a museum’s
disposal such as exhibitions, public programming and websites, what perennial
purposes maintain the production of books at museal institutions in support of
their temporary exhibitions and permanent collections? This thesis poses and
attempts an answer to the question, ‘Why do museums publish books?’ While
fulfilling similar education and communication purposes to gallery-based museum
texts (Ravelli 2006), the nature of books suggest that they may occupy a more
multifaceted relationship with their producing agents in museums and with their
intended audience. A book’s cohesive and fixed presentation of image and text,
the semiosis of its cover, the marketing processes and sale all support a complex
relationship to its producers and readers. A book is simultaneously bound to its
producing institution through logos, text and images while also in free circulation
with its readers. In addition, a book is both a cultural and communicative
component of its institution while also being an independent commodity available
to readers for personally articulated meaning-making. Books, catalogues, guides
and other printed materials not only constitute a major part of an institution’s
communication framework but they also contribute to the discourse between the
institution, its staff and its audience. Further, the chimerical nature of audience
reception indicates that museum visitors may consume these resources in a variety
of different ways. Examining the purposes for audiences of these meaning-making
resources may provide rewarding insights into the expectations museum visitors
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and book purchasers evince for museum books and their museum experiences.

Books as saleable commodities that contribute financially to their producing
institution provide one rationale for museum publishing. However, this overt and
clearly articulated monetary purpose may be overlaid by, and even subverted by,
the agency of less obvious influences. Subtle or covert factors may play a larger
role in influencing production than has hitherto been acknowledged in this little-
researched museum activity. Factors such as institutional brand, the promotion
of curators’ careers, commercial sponsorship and preferences of museum visitors
may influence the final form, structure and content of museum books. Located at
the boundary between museum and publishing studies, this research investigates
the relationship between books, museums and their audiences.

The complexity of this relationship, which belies the simplicity of the over-
arching question of this thesis ‘Why do museums publish books?’, is examined in
detail through a series of questions that address, first, the production of books by
the museum and its agents, then, secondly, the reception of these commodities by
the museum audiences, and finally, the relationship between exhibitions and their
catalogues. An empirical and theoretical investigation interrogates the contributing
components of this nexus. A primary question initiates the investigation of book
production processes and their contributing museum agents: in what ways
do museums articulate their goals and strategies for publishing? This focus is
further refined by identifying in what ways museum personnel engage with the
production of publications supporting exhibitions and collections. In summary,
the investigation of this aspect aims to understand the factors influencing the

production of museum books and their contribution to the cultural and academic
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discourse apparent within the museum and its agents of production. Books are
more than the sum of their content. Their association with authority and cultural
values make them valuable resources for constructing identity. This feature of
books leads on to further queries. By what means does the book represent the
institution and the scholarship associated with the exhibition or collection? How

is the funding sponsor’s ethos represented and what purpose do books serve for
the sponsor? What does the use of this fixed and long-lived media say about the
location of the producing agent’s power and the traditional authority of the book in
association with the agency and power of the museum itself?

Following the book into the arena of readership allows further investigation
of the question ‘Why do museums publish books?’ For example, the study poses
questions of audience reception by asking in what ways do museum visitors
perceive, use and engage with publications? Do these uses coincide with, or
refute, the purposes for which the institution provides the books? In other words,
do the purposes of consumption articulated by the audience align with the
purposes of the producing agents? The question as to what extent books mediate
the negotiation of meaning between the museum and its audience, provides a
framework for determining the purposes of books for museum visitors.

These commodities with cultural and commercial resonances provide
a context for the visitors’ experiences in the museum. Having considered the
relationship of the book with its producing agents in the museum and from the
perspective of reception and consumption by the visitor, the study then addresses
the relationship of the book to the exhibitionary apparatus of the museum. What

is the nature of this relationship of the book to the exhibition? How do these
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commodities frame the institution and its visitor-facing activities? What concepts
might be called on to model the reciprocal relationship between the technologies of
print and those of the collection and display?

The thesis of this study is that museum books through the physical, persistent
and semiotic nature of the codex not only provide for the circulation of the
intellectual production of their gestating institution, its collections and scholarship
but also reflect the negotiation of power inherent in the production processes.

The relationship of books to their producing museums and curators is more than
merely as commodities for sale. These productions of museum scholarship reflect
the internal power relationships between museum staff and demonstrate the
personal and institutional purposes to which these cultural commodities are put.
While the purposes of museum publishing as a means to distribute scholarship and
as a route to additional funding are recognised by practitioners, the importance of
this research in the context of contemporary museum studies is its premise that
publishing is a major contributor to the cultural position of the museum as an
institution and to the recognition of the curator within the scholarly community.
This is a recognition of the function of museum publishing which has passed
unacknowledged by earlier studies. Further, and of relevance to audience studies,
the use by these and other agents of the representational and memorial functions
of books have an impact on the consumed form of the catalogue.

The distribution of these tangible assets extend the museum through time
and space, and provide resources that can be utilised by the museum audience in
their daily lives. This study interrogates the producers of books to understand how

the print media from museum institutions are inscribed through the processes of
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production with meanings beyond those required for commercial profit and the
direct communication or textual content. The expectations of museum visitors who
purchase these resources are addressed to determine the uses that the audience
make of these materials. Discussion centres on how the technologies of the book
and the exhibition form reciprocal frames before finally considering the possible
impact of new technologies on books as long-established, but poorly investigated
carriers of museum communication.

Asking the deceptively direct question, ‘Why do museum publish books?’, this
study is relevant to museum studies for four reasons. First, as a vibrant commercial
activity in UK national museums and art galleries publishing makes a considerable
contribution to the funding of these institutions. Secondly, the publishing process
creates materials that represent the museum. Thirdly, print is a communication
medium that provides audiences with meaning-making resources. And, finally,
despite the ubiquitous presence of publishing in UK national museums, this
activity, with its commitment to the interpretation of collections and audience
development, has not received the research attention that it deserves. Despite the
opportunities for communication offered by new media, the continuing importance
of printed media as a component of museum communication warrants a sustained
study of its relationship to the institution and to visitors. A clearer understanding
of how printed books relate to collections, institutions, curators, sponsors and
visitors will enable these products to meet more effectively the requirements of
these agents. At the same time, investigation of print as a well-established vehicle
for museum communication poses the question as to whether books (in which

considerable staff and monetary resources are placed) are the most effective
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means to engage the diverse audiences that museums are tasked to address? Even
partial answers to these questions will contribute to a greater understanding of
museum communication, representation, production and audience reception in
the cultural sphere. However, a further aim also underlies the research. In the field
of publishing studies, questions that address readers’ use of books are relevant to
the ethnographic study of books as material objects, the trans-mediation of books
with other media (such as film, theatre, newspapers, magazines and the internet)
and their action as social media. The methodology and data analysis utilised in this
study present a framework for future work in this field and suggest that the field of
museum book production and reception offers a model and much scope for further

publishing research.

Defining the study

While it might not be thought necessary to define an object as ubiquitous as a book,
the nature of books is so diverse that the following definition serves as a guide for
this study. In its widest sense, a book may be described as any written or printed
text that has been multiplied, distributed or in some way made public (Eliot and
Rose 2007: 2). This definition can be narrowed with the commercial corollary that,
with few exceptions, a book is available for sale. The addition of this rider usually
precludes printed materials created for marketing purposes, which are excluded
from this study.

Books are the products of a well-defined process. Museum publishing, for the
purposes of this study, is defined as the conception, writing, editing, design and

printing of collections-related books and catalogues, intended for sale to the general
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public and usually associated with either temporary exhibitions or permanent
collections. These processes involve various agents responsible for specific tasks
and fulfilling specific roles (see Appendix I). It is the nature of these discrete tasks,
and the way in which they contribute to the overall publishing process, that enables
individuals to contribute to the process from a variety of positions and forms of
employment. For example, functions may be completed by employees or freelance
individuals, or the tasks may be outsourced to other commercial companies. We will
see that this flexibility in the publishing process can have a profound impact on the
final product. The printed book is not the end of the publishing process. However,
the marketing and distribution processes usually considered an integral part of
publishing, are omitted from this study, enabling the focus to remain on the cultural
and meaning-making aspects of books within the museum arena.

Printed books remain the primary product of the publishing process. However,
new technologies have brought about changes to the production and delivery of
intellectual property. Publishers are now utilising media such as websites, mobile
phone apps and ebooks to reach new and existing audiences. Museums are also
mobilising these technologies to address diverse audiences and to promote their
presence on the internet and in social networking media (Tate 2009). For museums,
these new technologies engage audiences and build communities while providing
access to collections, research and activities. The relationship of these new media
to print is problematic both for practitioners in the creative industries and, in some
instances, for users and readers. For most industry practitioners the production of
content for electronic distribution remains the responsibility of publishers. National
museums in the UK view the socially and culturally active features of the new
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media as means to engage and develop audiences. Those publishers interviewed for
this study indicated that they were considering utilising the web as an interactive
delivery platform to provide audiences with access to data, including images, on
collections. They suggested that this process might have an impact on the production
of printed materials currently developed to support the permanent collections. With
these exceptions, museum publishers were not found to be responsible for managing
the application of electronic media. While their importance to the museum'’s
communication framework is undeniable, new media do not form an integral part

of this study, which sets out to understand the specific nexus between printed books
and museums. The issues associated with the impact of these new technologies on
print publishing within museums will be addressed in the concluding chapter where
future directions for research in museum publishing are considered. While national
media focus on the impact of these new communication technologies on reading
(see, for example, McCrum 2010), print publishing continues to robustly respond to
the demands of the institution and to the needs of its visitors: a situation that justifies
the limitation of this study to printed media.

In a further restriction of the remit of this thesis, concern with audience reception
and meaning-making by visitors and readers has necessarily precluded consideration
of materials produced for schools. Several reasons support this exclusion. The
responsibility for educational printed materials in museums usually resides with an
education department and, in such cases, is not the responsibility of the publishing
department. Designed for classroom and gallery one-time-use, the inexpensive
photocopied materials evince different purposes and production modes from the

books and catalogues of the publishing department. While liaison and assistance
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occurs between these museum departments, their different responsibilities, audiences,
modes of operation and the variety of purposes these products address would
dissipate the focus of this study if educational materials were included.

These exclusions and limitations focus the research at the interface
of publishing and museum studies. In essence, the topic concerns museum
books produced for sale to a general audience. This restriction allows a robust
examination of the specific but complex issues associated with cultural and

personal uses of printed books within the context of collections-based institutions.

The research in context

This research is focused on UK-based national museums. Its findings are relevant
to institutions with publishing programmes similar to those studied, such as are
found at the British Museum (BM), the Tate, the Victoria and Albert Museum
(V&A), the Royal Academy (RA) and the National Trust. These institutions produce
books in support of temporary exhibitions, catalogues of permanent collections,
guides and printed materials introducing individual objects, historical events,
paintings and artists for a general audience. The following brief review of museum
publishing establishes the long tradition of such publications and identifies the
various aims apparent in selected historical examples. It then draws a picture of

contemporary publishing by UK museums within which this study is located.

Purposes for publishing: historical overview
The association of books with early European collections can be traced to the
privately printed catalogues of sixteenth-century cabinets of curiosities (Impey
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and MacGregor 1985; Swann 2001). Information about these early collections is
preserved in the catalogues that circulated within the community of collectors in
Europe. The objects are listed, in some cases with illustrations, and described. The
personal motivation for producing these materials is difficult to discern accurately
without a clear understanding of the culture of collecting at the time. Swann
(2001), writing on Elias Ashmole’s pursuit of the Tradescant collection, infers that
the production and circulation of the catalogue, produced and printed by Ashmole,
purposefully associated his name with the collection as a means of establishing
his acquisition of the collection. The view that these catalogues of early collections
were intended to circulate and build knowledge both of the collection itself and its
owners, and for the advancement of wider study is supported by another example.
Museo Cartaceo or ‘Paper Museum’ consists of about 7000 paintings on paper of
objects and specimens of natural history commissioned by Cassiano dal Pozzo,
who was an influential patron in seventeenth-century Rome. The paper collection
‘was made available to scholars from all over Europe, and was widely used in the
seventeenth century as an instrument of study and research’ (Alexandratos 2007:
93). However, another purpose has been suggested for this collection - personal
aggrandisement (Manguel 2000). During the formalisation of these private
collections of natural and man-made objects into public institutions, an extended
process that occurred from the early eighteenth century to the nineteenth century,
printed materials were utilised to augment the cultural and social agency of the
emerging museums (Hooper-Greenhill 1992; Olausson and Soderlind 2004;
Preziosi 1996; Swann 2001). During the same period, catalogues for temporary art
exhibitions provided visitors with information on the unlabelled paintings. These
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catalogues subsequently contributed to the development of art history and its
formalisation as a field of museum scholarship (Haskell 2000).

Sporadic references to printed materials produced for visitors’ use in galleries
are found in literature addressing the historical development of museums and art
galleries. Apart from informing visitors about the exhibits, it has been suggested
that more covert aims for these books and ephemera varied from controlling access
to exhibitions by requiring the purchase of a publication for admission to directing
the visitors’ gaze and guiding them through the galleries (Matheson 2001). From
the content and writing style of these publications, it may be deduced that the
guide books and catalogues for these public galleries replaced the custodial
guards who originally shepherded visitors in person. Art gallery catalogues,
both those printed privately and by the institutions themselves, ‘record, classify,
elucidate and publicize collections of art’ (Waterfield 1995: 42). A comprehensive
historical review of the catalogues (Waterfield 1995) produced for art galleries and
museums identifies three types of publications: those that present an inventory
of the collection with minimal additional information; publications that act as
guides for use in the gallery and that offer information on the paintings enhanced
with comments; and presentation catalogues that are much fuller publications
often with illustrations with the purpose of presenting a collection that might not
otherwise be accessible to visitors. Waterfield identifies several purposes for these
publications beyond the presentation of information about the paintings on display.
Using examples from both European and British museums across the eighteenth
to the early nineteenth centuries, he suggests the order and categorisation of

art apparent in these publications are presented as expressions of ‘political and
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nationalistic views’ (Waterfield 1995: 52). The purpose of this expression was to
raise British painting to the levels of other national schools of art. However, it has
been suggested that publications produced by national and provincial museums
in the later nineteenth century presented a very different purpose. In these
catalogues, Waterfield locates ‘the most concentrated effort to instruct the general
populace in the field of art’ (1995: 66).

Museum Britannicum, (van Rymsdyk and van Rymsdyk 1778), the first visitor
guide to the British Museum, was published privately in 1778 by individuals
not directly connected that institution. This large book (Figure 1.1) fits the
presentation category of catalogue (Waterfield 1995) and is unlikely to have
functioned as a guide in the museum. By the early nineteenth century, the museum
was producing its own guides for visitors’ use in the galleries. A Parliamentary
Select Committee, considering these catalogues in 1841 - the ‘department
synopses’ as they were called - evinced concern that the public would be better
served by a series of shorter; and cheaper; catalogues that addressed specific
sections of the museum displays. The committee suggested that such a series
would be more convenient for the visitor who, under the existing arrangement,
was ‘obliged to buy the whole of a large book, nine-tenths of which he pays little
attention to’ (Siegel 2008: 105). The response given to this suggestion by the
museum employee questioned by the committee is one guided by economic and
practical considerations; he indicates this suggestion is commercially untenable
as many of the smaller books proposed by the committee member would remain
unsold.

The expository nature of these printed materials is clear also in the guides
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to the galleries that later became the V&A. In one of these documents (South
Kensington Museum 1866), visitors were informed, ‘The order and arrangement
has been considerably interfered with lately, in consequence of a great increase
in the number of exhibits and the limited space at present available. At the same
time that this statement alludes to the difficulties in achieving its objective,

it makes clear that the guide aims to restore coherence for the visitor within

the unordered exhibition spaces that resulted from the rapid growth of the
collections.

The purposes of museum publishing in the twentieth century is a tale of
increasing quality and length of catalogues for exhibitions from which it is possible
to discern a rise in commercial purposes. This is particularly evident in high-profile
national cultural institutions that harnessed the ability of publishing to produce
commodities for sale and thereby contribute to museum funding. For example, at
the Museum of Modern Art (MOMA), New York, the publications office, established
before the Second World War, was reformed on a professional basis with the result
that, soon after the war, MOMA books were distributed to ‘bookstores, libraries
... and foreign language editions were introduced and distributed internationally’
(Einreinhofer 1997: 167). In this development, Nelson Rockefeller is credited
with the ‘exploitation of the capital of the museum collection’ under the auspices
of the director, Alfred Barr (Einreinhofer 1997: 168). Publications were viewed
as resources that were designed not only to educate visitors but also provide the
means by which collections and exhibitions were converted to commodities for the
purpose of contributing to the institution’s funding.

During the postwar period in the UK, the implications for the public
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circulation of art historical research through museum publishing were addressed
by David Piper in his preparations at the National Portrait Gallery for a catalogue
raisonné of its seventeenth-century portraits. This book was eventually published
nearly twenty years later (Piper 1963). The debate centred on commentary that
reflected on the quality of the collection and on other paintings from this period
owned by private individuals. The comprehensive nature of entries in a catalogue
raisonné is accepted now as essential to the scholarly purposes of such a catalogue,
which should encompass references to all relevant paintings within the scope

of the topic. This approach, which had initially shaped Piper’s methodology

was questioned by the Chairman of the museum’s trustees as ‘ill-mannered’

and constituting a ‘grave intrusion’ on the privacy of owners of the paintings
under consideration (Piper; cited in Ingamells 2009: ix). Piper was required to
omit reference to a number of paintings, and the scholarly scope of the resulting
publication was considerably limited by these restrictions (Ingamells 2009).

These erudite publications and catalogue guides to temporary exhibitions
were joined in the mid-1960s by another type of publication that met the
educational needs of a general audience. The publication of short guides to specific
aspects of a collection demonstrated a concern among museum educationalists and
curators to provide a greater context to the exhibits on display that was possible in
the limited museum case and wall labels. This new purpose is seen in interpretive
guides from other national institutions (see, for example, James 1998) and is
viewed as a consequence of cultural policies of the government at the time which
were set out in the White Paper A Policy for the Arts: The First Steps (Funnell 2008).

This policy document argued that publicly-funded museums should broaden their
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appeal to encompass a more diverse audience. This direction coincided with the
appointment of Roy Strong as director of the National Portrait Gallery. Strong’s
showmanship and use of publicity to promote the gallery proved controversial,
as did many of his exhibition strategies at the Gallery. However, he pioneered the
hanging of portraits alongside objects from the same period in an approach to
the interpretation of art and art history that mimicked the innovative illustrated
history books of the period (Funnell 2008). Along with these changes, Strong
included publications as a means to provide the increasing number of visitors
from diverse backgrounds with the necessary contexts within which to enjoy the
paintings on display. Roy Strong’s tenure at the National Portrait Gallery resulted
in commercial purposes of publishing becoming intricately interwoven with the
educational role of the museum. In some cases, these publishing projects were
pursued in association with commercial publishers such as Jarrold and Sons and
Pitkin Pictorials (Funnell 2008: 133).

In the late 1960s, technical developments in colour printing enabled
cheaper photographic reproduction and the integration of high-quality images in
books (Rainbird 1985). Book designs became more visually engaging and these
technologies were exploited by specialist art publishers such as Phaidon and
Thames & Hudson. While art museums and galleries were not as quick to respond
to this new technology as commercial publishers, limited publishing programmes
were established in most national institutions, with Her Majesty’s Stationery
Office providing the printing services. The purposes for these publications were
primarily scholarly and titles were produced with little consideration for market

demand. Oliver Watson, Director of the Museum of Islamic Art in Doha, contributed
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comments through an interview on the contemporary production of museum
catalogues which are discussed in later chapters. His comments on publishing

at the V&A in the late 1970s during the time that he served on the publications
committee provide insights into the lack of commercial acumen prevalent at the
time. He recalled that ‘the main emphasis then was on catalogues for any exhibition
and then the big catalogues for the collections. ... | remember that projects were
agreed with HMSO and then they were done.’ The lack of consideration for the
market meant that, as Watson makes clear, ‘there were some extraordinarily big
publications on fairly small subjects which in later years, without enormous public
subsidy, would never get going.

Organisational and funding changes at Her Majesty’s Stationery Office in 1980
imposed commercial sensitivities on these and other national museum publishing
projects. The size of print runs determined by projected sales figures, realistic
delivery schedules and a greater attention to the market viability of proposed
titles, changed publishing into an enterprise charged with providing funding to
the museum. Watson recalls that this change from publishing primarily to address
scholarly purposes to one of addressing commercial functions affected subsequent
publications. It meant that having to account for sales and costs resulted in
‘some hundreds of thousands of pounds of deficit which hung like a pall over all
our future work. In further comments, Watson demonstrates the expectations,

prevalent before this change, about curators’ purposes in writing books:

One of the things we discovered at that moment was that every

curator was writing a catalogue of their part of the collection,
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without any publishing plan in place, without any agreement.
But it was what they did. Naturally, what they expected to do.
And there was some horrendous figure of, something like, 54
large complete catalogues sitting in curators’ drawers waiting
to be published and another 50 being worked on. And, none of
them with any publication plan behind them. And, of course,
the curators’ view was ‘How else could they embed their

knowledge?’

For curators and for institutions, books were the means, in some cases
the only route, by which to disseminate their knowledge of the collections and
associated research.

The era of the blockbuster exhibitions and catalogues completes this brief
historical consideration of museum publishing. In the 1980s, museums’ needs
for greater income together with increased leisure time and travel, provided an
environment in which high-profile art exhibitions showing the paintings of iconic
artists and collections were placed on display in national museums in capital cities
(McClellan 2008; West 1995; Wright 1989). These exhibitions were expensive to
mount and the sale of catalogues, which were often lavishly illustrated, reduced the
overall exposure of the museum to the financial risk while ultimately contributing
to the income derived from the show. These catalogues also provided reminders of
culturally significant events.

Since this time the production of books by UK national museums has
burgeoned (James 1998) so that currently most temporary art exhibitions
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at national institutions are accompanied by a printed catalogue. The
commercialisation identified and harnessed in the 1940s by the Metropolitan
Museum of Art remains at the heart of museum publishing, although, as is
demonstrated here, other purposes, such as distributing scholarship and providing

visitors with a means to acquire aspects of the museum, are also significant.

Changing catalogue design and format

At the same time that publishing processes and responsibilities were affected

by technology and politics in the last quarter of the twentieth century, changes
can also be traced in the design, structure and content of the catalogue. The art
exhibition catalogue consisted of a list of exhibits with illustrations, supported,

in some cases, by a contextualising essay (West 1995). The components and
structure of this type of art catalogue are discussed in more detail later. Essentially,
from a relatively simple format and structure, a more elaborate document started
to become associated with exhibitions. The catalogue came to resemble an
illustrated art book that often included a preface, introduction, illustrated essays
by guest curators, and illustrated chapter divisions in addition to the scholarship
framework of lists of lenders and of exhibits. These changes in form and content
were associated with the purpose of broadening the appeal of these books to a
general audience with the aim of increasing sales (West 1995). Later, the purpose
of these changes was made explicit by the accompanying change of name: no
longer referred to solely as the ‘catalogue’, with its connotations of a specific
scholarly format and content directly related to an exhibition, these products

were now referred to as the ‘book of the exhibition’, the ‘exhibition book’ or ‘the
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accompanying book’. These new terms distanced the long-lived book from the
fugacious exhibition.! In other words, the commercial pressures of illustrated book
production, the associated costs and the requirements of museums for greater
funding necessitated a greater longevity of sales than was possible if the book were

closely tied to the limited life of the exhibition.

Contemporary publishing by UK museums

Publishing as an activity in cultural institutions is not restricted to national
museums in the UK. Most regional, university and city museums publish catalogues
and guides and some also support larger publishing programmes. However,

a survey of publishing by provincial UK museums (Hughes 2005) indicated

that institutions with annual visitor numbers below 100,000 are rarely able

to sustain a coherent publishing programme and that museums with smaller
visitor numbers publish on a project-by-project basis. When books are produced,
these institutions often outsource the editorial, production, marketing and
distribution functions to a commercial publishing company. The commercial
nature of publishing with its concomitant financial risk tends to restrict annual
publishing programmes to national institutions and the largest regional and
university museums in the UK. Most national museums publish under their own
imprint and staff their own publishing activities. Annual visitor numbers to these

institutions offer a sufficiently large market to return a financial profit on the risks

1 In this study, the terms ‘book’ and ‘catalogue’ refer to bound publications associated with
exhibitions, permanent collections, galleries and museums. The use of either term does not
denote a particular format. Where the format or structure of a document is relevant to the
discussion, this is made clear.
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involved in developing and maintaining a list of titles. The risks associated with
book publishing alter this approach for some of the smaller national museums.
For example, the Imperial War Museum cited an ‘organic’ publishing programme
followed since 2005 whereby the majority of its publishing was conducted with
commercial publishing companies who produced the books, paid a reduced fee for
images and arranged for the museum curators to check text written by freelance
authors for accuracy (James 2010).

Publishing activities constituted in similar ways to that in UK institutions
occurs in the larger art galleries and national institutions of the United States of
America (Rossen 1993), Canada (Cowan et al. 1992) and Australia (Cohen 2005).
A brief examination of the funding and administration of museum publishing at
national museums in Paris, Madrid and Berlin suggests that publishing is either
conducted by commercial publishing companies in association with museums, or; if
carried out by the museums themselves, is conducted along less commercial lines.
That is to say, European museum publishing appears to be less driven by profit,
benefits from greater government support or from contributions from friends’
organisations than museum publishing in the UK. Differences between publishing
in European and UK museums may be ascribed to the economics and culture of
publishing and book selling in Europe in comparison to those in the UK. Further
research, which is outside the scope of this study, is required before definitive
comparisons can be made between publishing policies of museums in Europe,
North America and Australia. The cultural and communication issues discussed
in this study are applicable to UK museum publishing and the specifics of the case

studies make it particularly relevant to national museums.
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What types of books do museums produce? Most publishing programmes in
UK museums produce non-fiction illustrated books for a general adult audience.
These include guides to the institution and catalogues for temporary shows.
The catalogue has a long association with collections as indicated earlier in
this introduction and it occurs in various forms as will be made clear in later
discussions. Catalogues raisonné have an equally long association with collections.
Catalogues of permanent collections are still printed despite technical advances
in online publishing that are possibly better suited to the dissemination of their
comprehensive but fluctuating content. Museum publishing targeted at children
is another popular and growing genre for the general public: of the 60-plus
titles produced annually by Tate Publishing, 25% are for children (Tate 2010)
and the British Museum lists over 50 books for children and young adults in
its 2010 catalogue. The commercial publisher Usborne Publishing produces
titles for children in association with the National Gallery and the Imperial War
Museum. Some museums have extended their publishing programmes to include
contemporary writing. For example, the National Gallery of Scotland annually
publishes a book of poetry and short stories inspired by art in its galleries
(National Galleries of Scotland 2009). The Wellcome Collection, in association with
Profile Books, published The Phantom Museum and Henry Wellcome’s Collection of
Medical Curiosities (Hawkins and Olsen 2003), a book of short stories written by
commissioned popular authors who were invited to look through the Wellcome’s
stored collections for inspiration. The Royal Academy publishes artists’ books.
These are ‘books, unique or multiple, that have been made or conceived by artists’

(Victoria and Albert 2010a). However, these types of publications are exceptional
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Table 1.1  Publishing activity of selected UK national museums and institutions

9

Institution New titles 2009-10 Titles in print 2009-10
British Museum * 45 454
V&A ? 19 225
Tate ’ 19 201
National Gallery * 16 122
National Portrait Gallery ° 15 98
Natural History Museum ° 11 66
National Maritime Museum ’ 16 (with other publishers) | 97
Imperial War Museum ® 5 (23 with other publishers) | 22
British Library ® 11 109
English Heritage ° 14 147
The Royal Collections " 14 42

Source: The British Museum Press autumn 2010: New titles and backlist,
(British Museum Press 2010).

Source: Books and media. On line. Available at <http://www.vandashop.com/section.
php?xSec=30> (Accessed on 29 September 2010).

Source: All Books. On line. Available at <http://www.tate.org.uk/shop/do/Books/category/3>
(Accessed on 29 September 2010).

Source: National Gallery Books. On line. Available at <http://www.nationalgallery.co.uk/
control/category/~category_id=ng_books/~VIEW_SIZE=122/~VIEW_TYPE=large> (Accessed
on 29 September 2010).

Source: National Portrait Gallery books 2010-2011, (National Portrait Gallery 2010).

Source: Books 2010-2011 September 2010 to July 2011 New books and complete backlist.
On line. <http://www.nhm.ac.uk/resources-rx/files/nhm-books-catalogue-2011-low-
res-28952.pdf> (Accessed 3 December 2010).

Source: National Maritime Museum publishing catalogue 2009,
(National Maritime Museum 2009).

Source: Imperial War Museum annual report and account 2009-2010,
(Imperial War Museum 2010).

Source: British Library publishing January-June 2011, (British Library 2010).

10 Source: English Heritage publishing 2010: New titles and back list, (English Heritage 2010).

11 Source: Royal Collection publications 2009-2010, (Royal Collection Enterprises Limited 2009)
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and represent only a fraction of gallery titles published annually, in comparison to
the numbers of catalogues and exhibition books.

From this broad and varied offering of books primarily for an adult general
audience, some national institutions stand out as clear leaders with established
and robust publishing enterprises similar to those of medium-sized commercial
publishing companies (Table 1.1). These institutions include the V&A, the British
Museum, the National Gallery and the National Portrait Gallery. The Tate even
styles itself as ‘one of the world’s leading art publishers’ (Tate 2010). The UK
museums and other collections-based institutions that conduct active publishing
programmes with an in-house staff include the British Library, the National
Archive, the National Trust, English Heritage and the Royal Collections. Major
institutions in Scotland, Wales and Northern Ireland, together with universities
with their own collections, such as those at the Ashmolean Museum, in Oxford
and the Fitzwilliam Museum, in Cambridge, also support publishing programmes.

The extent of UK museum publishing measured by the number of titles
published annually is difficult to gauge accurately as data from the online database
that records books sales from retailers? does not categorise this information by
type of publisher. However, an impression of the number of titles published by
the leading institutions can be gained from Table 1.1. Information on the financial
contribution of publishing to the annual budgets of the institutions is equally
difficult to obtain since the profits from publishing enterprises are combined with

figures for other commercial activities, such as the rental of the museum exhibition

2 Neilsen Book Scan is a commercially available database that tallies weekly retail book sales in
the UK from data recorded by barcode technology.
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Table 1.2 Annual contribution of enterprise activities in selected UK national

museum for financial year 2009/2010

Institution Trading profit/Contribution
The British Museum ! £5,400,000 (trading profit)
Tate 2 £2,549,000 (trading profit)

Victoria and Albert Museum 3 £1,610,000 (trading profit)

National Gallery * £1,073,000 (trading profit)

National Portrait Gallery ° £532,000 (publishing contribution)

1 Source: The British Museum (2010) The British Museum Report and accounts for the year ended
March 31 2010. London: The Stationery Office.

2 Source: The Board of Trustees of the Tate Gallery (2010) The Board of Trustees of the Tate
Gallery Annual Accounts 2009-2010. London: The Stationery Office.

3 Source: Victoria and Albert Museum (2010) Victoria and Albert Museum Annual report and
accounts 2009-2010. London: The Stationery Office.

4 Source: The National Gallery (2010) The National Gallery review of the year April 2009 to March
2010. London: The Stationery Office.

5 Source: National Portrait Gallery (2010) National Portrait Gallery Annual report and accounts
2009-2010. London: The Stationery Office.
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spaces and catering, when presented in annual reports. However, some sense of
the importance of publishing to the funding of these institutions can be obtained
through the contribution of trading activity recorded in annual reports which, in
the case of the British Museum shows an annual contribution of over £5 million in
Table 1.2 for the year 2009-10. The National Portrait Gallery identifies £532,000
as the contribution of publishing to the institution for 2009-10 (National Portrait
Gallery 2010).

Continuing attempts to increase sales and reduce production costs for
museum books are apparent. First, museum publishers seek partners among
other museums and commercial publishers to produce foreign editions of the
publications. In some cases, these foreign editions are linked to the associated
exhibition touring to international locations. In other cases, the intellectual
property of the original exhibition books is sold on as an entity without the
associated exhibition. These co-edition enterprises with international and
commercial publishing partners allow larger print-runs to be produced and
consequently considerably reduce the unit costs of these books. However there are
implications for the scholarly content of the catalogue in pursuing these reduced
unit costs through co-publishing (West 1995: 85). Even without the advantage of
larger print-runs, the sale of foreign rights makes a contribution to the museum’s
income from publishing. International rights to books are sold at the annual
Frankfurt and London book fairs where museum publishers promote current,
forthcoming and back titles. Second, permanent collections are exploited through
the production of books with commercial publishers. In these collaborations, the

museum usually contributes images of objects and paintings from their collection
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and the curators will either write or check the text. The Imperial War Museum, the
Museum of Natural History and the National Gallery are three examples of national
museums that benefit from successful publishing partnerships with commercial
publishers.

Museum publishing at national institutions is both a component of museum
communication and, as a net contributor to the funding of its parent institution,
a commercially-centred enterprise. This section defined the context of the study
within UK national museum publishing. The following section considers the

theoretical basis for this interdisciplinary research.

The theoretical basis for this research

Located at the interface between the fields of publishing and museums, this study
draws on the prevalent cultural and communication theories in both fields to
underpin the investigation of the relationship between printed books, museums
and their audience. The interdisciplinary nature of this research demands
theories that seek to explain cultural phenomena, such as the agency of material
objects (for example, in personal libraries and museums) and the power and
authority accredited to museums and books. The research also gains from a
theoretical understanding of communication through models of written language
in educational and learning particularly as applied to museums. These models
address the balance between the relative agency of production, reception and text.
The individual theories and models contributing to this broad theoretical basis of
the study are interconnected but various aspects of the study draw on individual
contributing theories. To adequately present the theories and models for this
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research requires a considered structure. In the following section, authors whose
work addresses the broader cultural and communication theories are presented.
These works are referred to in subsequent discussions, which draw on additional
references as appropriate but which are not referred to in this introductory section.
The theories of communication and language that underpin this study are
based on the concept that it is the social aspects of language that are exploited in
the making of meaning in museum books. Halliday’s theory of systematic functional
linguistics presents language as a social-semiotic construct that is a ‘meaning-
making resource within a social context’ (Ravelli 2006: 10). This linguistic model
presents language as providing three discrete functions: ideational, interactional
and textual. In constructing a synopsis of these functions the overview provided
by Barker and Galansinski (2001: 67-8) is especially helpful. The ideational
function of language enables text to refer to realities outside the speaker and to the
external world. This is also called the representational function (Fairclough 2003;
Ravelli 2006). The interactional, or interpersonal, function, which the writer uses
to express an attitude towards their writing, expresses the relationship between
the writer and the reader. For example, writers may align themselves closely to or
more distantly from the sense they are expressing. In its third, textual function,
language ensures the discourse appears as a text and through typographic design
makes the text intelligible to the reader in its written form. Of these functions, the
ideational informs an understanding of the contribution of museum scholarship,
as presented in books, to the construction of knowledge and disciplines; the
interactional positions the reader in relation to the production of the museum, and
the textual models how the structure and form of the book contribute to meaning-
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making by readers.

Interrelated models of communication, media consumption and audience
suggest ways that written language contributes to the relative agency of books.
Sandell’s (2007: 74-8) description of the shifts in the audience-media paradigm
presents a useful basis from which to understand and apply relevant models to
account for this agency and that of the processes of production and reception in
the context of museum audiences and learning. From within the ‘shifts in the ways
in which media/text and audience/reader relations have been conceptualised’
(Sandell 2007: 73) literature from Hall (1980) and Abercrombie and Longhurst
(1998) provide widely accepted frameworks. In Hall’s model, written language is a
series of encoded signs available for decoding by readers who are characterised as
participating in the active construction of meaning; this is a form of reception that
acknowledges the impact the reader’s personal history and social situation has on
their understanding and uses of the text. As a means of positioning the reader in
relation to the text, this concept has much in common with Barthes’ ideas on the
‘death of the author’ as explored in his book The Rustle of Language (1986), which
suggests that the interpretation of meaning from written forms of language occurs
at the point of reading and not at the point of authorship.

Abercrombie and Longhurst (1998) formalise the relative positions of
audience, text and production as contributors to communication. Their model
places the audience as either incorporated in or resistant to the media, positions
that acknowledge the distribution of power as shifting away from text and
production and towards the audience. The Incorporation/Resistance Paradigm

(IRP) of an active audience would appear to reflect more closely the reality of the

Chapter One Introduction 29



reading experience of visitors towards museum books since it offers a subjective
orientation to meaning-making that is informed as much by personal experiences
as it is by the textual resource. The IRP has implications for characterising visitor
behaviour in relation to museum books when considered from the point of view

of cultural theorists such as Bourdieu (1993), whose concept of cultural capital
gives weight to the influence of power structures within the producing institution.
According to Bourdieu (Johnson 1993: 10), the producers of literature are linked to

their institutions:

Literature, art and their respective producers do not exist
independently of a complex institutional framework which
authorizes, enables, empowers and legitimates them. This
framework must be incorporated into any analysis that
pretends to provide a thorough understanding of cultural goods

and practices.

However, there remains the tension between the relative ascendancy of these
elements in the communicative circuit (Hall 1980). Sandell’s resolution of these
tensions lies in his ‘recasting audiences ... as participants in the co-production
of meaning’ (2007: 101). This repositioning of the audience as co-producers
is useful in acknowledging the dual position of curators, artists and sponsors
according to the uses they make of museum books because these agents are usually
characterised solely as producers. A further re-balancing in the direction of the

media is urged by Miller and Philo (2001) who criticise the ‘assumption that texts
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can mean whatever audiences interpret them to mean’ and redirect attention to
‘purposive’ language and to the need for empirical evidence to support theories.

Various studies of production and consumption use the museum for their
arena and consequently influence the research of this thesis. In Handler and
Gable’s (1997) anthropological study centred on an American history museum,
Colonial Williamsburg, the production and consumption of museum messages
was studied with a view to determining the various contributions that ‘curators,
historians, ... interpreters, visitors’ (1997: 10) all make to these messages. The
holistic approach of this research also recognised the importance of studying the
internal audiences within the museum as a way of compensating for the potential
gaps in understanding derived from the conventional approach of examining the
completed messages of ‘exhibits, catalogs, reviews and visitor surveys’ (1997: 11).
The producers of messages were found to hold ‘certain distinctive ideas about
their audience’ (1997: 13), a finding that echoes the assumptions apparent in data
from producers in the case study institutions covered in this research. The relative
attention due to production, audience and text, including the material object of the
book, recognises that the authority associated with documents offers an adjunct
to meaning-making resources as Gable and Handler (1994) acknowledged in an
earlier study.

The location of power and authority in the symbolism of museum buildings
(Giebelhausen 2003), the rituals of an art gallery visit (Duncan 1995), and the
expositionary actions of museum exhibits and their agents (Clifford 1988) alert
us to the possibilities of authority apparent in and exercised through museum
books. The agency of printing in initiating changes in society is documented in
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Eisenstein’s (1979) seminal work that established not only the historical impact of
printing technology but also the relevance of an understanding of the materiality
of the text to its reception. Other studies (Chartier 1988; Johns 1998; McKenzie
1986, 2002) established the importance of the study of the book as both a
material object and an ‘expressive form’ (McKenzie 1986: 1-21) and suggest that
‘what we much too readily call “the book” is a friskier and therefore more elusive
animal than the words “physical object” will allow’ (McKenzie 1984: 333). Other
authors extend this comprehension of the book as a semiotic object ‘paraded as a
mark of conspicuous consumption’ (R. Watson 2007: 482) and as a substrate for
intellectual property to be consumed by reading (Eliot and Rose 2007).

Print studies has been joined by an additional subject area that of geography
which is claiming the right to also contribute to this multidisciplinary and
burgeoning field, as is demonstrated by Ogborn and Withers’ study (2010)
Geographies of the Book. In the introduction to this book (pp. 1-25), these authors
set out cogent reasons why the discipline of geography has much to offer print
studies. Particularly relevant to the research in this thesis, is the consideration
of how geography may contribute to an understanding of book production and
circulation. While they refer directly to historical studies, their claim that ‘all ...
considerations of materiality ground ... books in the stuff of the world.’ (p. 12)
has particular resonances with the aspects of this research that relate to the
distribution and circulation of museum books away from the physical site of the
institution and into the cultural world of individuals and society. Osborn and
Withers follow this argument with considerations of the geographies of reading (p.
19) that they also approach from an historical view point. However, the theoretical
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and conceptual bases for these geographical studies may well contribute to
contemporary studies, such as this current research which includes consideration
of reading practices.

While reading, in some form, is considered to have occurred prior to the
development of written language (Fischer 2003), the academic study of reading,
as opposed to the study of books, has a short history (Carvallo and Chartier 1999;
Quay 2009; Vogrincic 2010a; Watling 2008). Researchers have charted a change
in the understanding of what constitutes reading as well as the recognition of the
very personal and internal nature of the activity. They have also recognised that
reading is not the only use of books. A number of studies (see, for example, Radway
1984) recognised that book ownership and display were aspects of cultural capital
(Bourdieu 1993). Made apparent in texts on book history and reading are the
means by which the inherent ‘technologies’ of typography, page design and book
make-up contribute to the resources for meaning-making by the reader (Chartier
1994). One of these technologies, the paratext, is of particular use in this study of
museum books.

In Paratext: Thresholds of Interpretation (1997) Genette examines the
entities associated with the printed book that are defined as ‘liminal devices -
titles ... dedications ... prefaces, notes ... and the like - that mediate the relations
between text and reader’ (Macksey 1997: xi). In addition to these textual elements,
the format, design and typography also constitute the paratext. Text is ‘rarely
presented in an unadorned state, unreinforced and unaccompanied by ... verbal
or other productions, such as an author’s name, a title, a preface, illustrations’
(Genette 1997: 1). The additions to the author’s writings that constitute the
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preliminary pages and endmatter, the binding and jacket, the format, design and
typography should all be viewed (and assessed) as a whole. Paratext describes
those elements that enable the author’s text to become a book. They frame the
book and, as framing agents, contribute to a reader’s interpretation of the author’s
writing: ‘A paratextual element ... necessarily has a location that can be situated in
relation to the location of the text itself: around the text and either within the same
volume or at some more respectful (or more prudent) distance’ (Genette 1997: 4).

As an organising concept, paratext is referenced in literary studies
that identify the constituent element of the paratext function as the site of
critical interpretation of a text to the reader. Paratexts are also recognised as
simultaneously available themselves for analysis as a means of understanding
an author’s writings (Massai 2009). The use of paratext as a framework for an
analytical understanding is apparent in other media, for example, in film (Stanitzek
and Klein 2005) but so far there is no evidence in the literature of the application
of this concept to exhibition or museum studies.

Within the field of media studies, the term ‘text’ expands beyond words on
paper to encompass varied forms of media production such as film, television and
radio. In this expanded definition, museum exhibitions are also construed as texts
(Hooper-Greenhill 1999a: 3). With this understanding, museum exhibitions are
‘read’ as texts along side their catalogues. Furthermore, books as physical objects
offer additional signs that can be ‘read’ and consumed in ways that extend beyond
their written content. This approach to understanding texts has resonances for the
uses that individuals make of books, and encourages us to examine the cultural and

personal uses of books.
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While drawing on the diverse theories outlined briefly in the preceding
section, the balance of this interdisciplinary study is firmly centred in museum-
oriented theories of learning and communication in the museum environment.
Paradigm shifts in museum education and learning reflect a similar repositioning
of the museum visitor to the centre of communicationto as those that are apparent
in audience theories defined earlier in this chapter. Exploring the concept of
museum interpretation and its relationship to constructivist learning theories,
Hooper-Greenhill (1999b) relates the idea of the ‘interpretive communities’ as
described by Fish (1980) to that of museums. In this concept, she positions the
museum visitor as an active participant in the process of meaning-making and
‘accepts that communication is a partnership between museum staff as producers
of exhibitions ... and visitors, who construct their own experience of the exhibition
according to their interpretive strategies and repertoires’ (Hooper-Greenhill
1999b: 1). While identifying that a change has occurred from the modernist
transmission approach to communication, where curatorial authority and
authoritative texts resulted in displays with ‘the character of a text book’, to that of
a ‘cultural’ model which understands communication as a ‘negotiated process of
meaning making’, Hooper-Greenhill urges further the analysis of the interpretive
strategies required of museum displays. She suggests that this will occur when
museums engage in understanding the experience of museum visitors (1999b:
10-11). The rethinking of communication through the resources of museum
exhibitions that Hooper-Greenhill is promulgating in this paper encourages a more
complex approach to exhibition development; one that views the museum visitors
as a differentiated group, rather than a ‘general public’. Subsequent authors extend
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this focus on the visitor experience and democratic involvement in museums to
include communities (Rice 2003; S. Watson 2007), social communication (Dicks
2000a, 2000b), social responsibility (McClellan 2008b; Sandell 2007), visitor
involvement in exhibition construction (for an example of this, see Merriman
2008) and the visitor experience in museums (see, for example, Bagnall 2003;
Prior 2003). Literature also documents changes in the museum’s position relative
to an audience in the light of new media and discovers a further repositioning of
the visitor in relation to the museum in the duality apparent in the virtual sphere
where the institution ‘visits’ the visitor in their home (Parry 2007).

Wrapped into this changing construction of the museum and its visitors is the
need to attend to a changing pedagogy associated with learning in the museum.
Various models are available from which to view this museum activity, but the one
that has received the greatest attention in the past two decades is the constructivist
model which sees ‘learning as a highly contextual process’ where the ‘learner’s
prior knowledge, experience, interests and motivations all comprise a personal
context that is embedded within a complex socio-cultural and physical context’
(Falk et al. 2006: 325). Added to the importance of providing a suitable learning
museum environment is the concept of ‘free-choice learning’, which is defined as
‘learning that is intrinsically motivated’ and what ‘learning individuals do because
they want to, rather than because they have to’ (Falk et al. 2006: 324).

At the heart of these concepts and models for museum visitor and learners
is a repositioning of the museum as a discursive, democratic, inclusive institution
that places its constituent elements at the heart of its programmes, strategies

and objectives. While examples abound of museum practices that embrace these

Chapter One Introduction 36



precepts (see, for example, Marincola 2006), there are some who doubt that
these views, expressed primarily by academics, are reflected widely in museum
and gallery practice (McClellan 2008a). Also, it is not clear whether visitors and
audiences, however they are constituted, appreciate this turn towards them. [s

it possible that in some institutions, for some topics, some visitors prefer to be
informed rather than consulted? And, is it possible that some of the popularity of
museum books reflects this need of visitors to embrace the authority of museum
scholarship as presented in the pages of the exhibition catalogue, as a way of
acquiring some of the patina of the high cultural values of the museum? Given the
closed nature of the writing, editorial and production processes associated with
books, it is perhaps not surprising that the presentation and discussion of these
changes in the approach to visitors, to learning and to the production of resources
for meaning-making in museums and galleries, do not specifically refer to the role
of books. This is an area that warrants greater attention when discussing the role
of books in exhibitions, both for curators and for visitors, and will be returned to in
Chapter Five.

In fact, sporadic interest in museum books, in the form of guides and
catalogues, is in evidence in museum studies literature. Several authors make
passing reference to the functions of catalogues as adjunct text for art exhibitions
(Hooper-Greenhill 1994; McClellan 2008b; Vergo 1989). Beard (1992) reviewed
postcard sales at the British Museum to ascertain visitors’ interest in exhibits at
this institution and at the Tate and the National Gallery. She argued that differences
in the sales of particular images could be accounted for by the ‘popular experience’
(p- 529) of these institutions, indicating in the course of her argument how
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measurement and understanding of consumption of printed materials may be
interpreted as an indicator of audience response to an institution and its ethos.
Books and museum visits contribute both education and entertainment
to culturally active individuals and are seen by many people as an integral part
of everyday life. Fornas et al. (2007), in a comprehensive examination of print
in relation to everyday consumption examines the forms of power in media,
audience resistance and consumption in the context of a Swedish shopping centre.
Evidence from this study presents the ‘interplay between media circuits of our
age’ (Fornds et al. 2007: 169) in a way that resonates with the position of museum
books in relation to the quotidian and which shows that media power is ‘spatially
and socially situated’. The ‘individual and institutional’ agents involved in media
‘interact closely’ to ‘produce meaning and identity’ (p. 169). Although there are
many differences in consumption practices between those in shopping centres
and those in museums, this detailed and longitudinal Swedish study also points to
many parallels, such as the idea that ‘media transgress borders’ (Fornas et al. 2007:
1), the contribution owning books makes to the construction of personal identity
and the position of books as gifts (Fornas et al. 2007: 75-6). In further resonances,
the Swedish study foregrounds the complexity of production, media and audience
within daily life and locates print as a meaning-making resource within both the
personal and quotidian. It also applies an understanding of material culture and
the agency of objects as presented by Miller (1987) and Gell (1998), approaches
that are applied in this project to understanding the contribution of materiality to
the meaning inherent in museum books.

In cognate creative industries disparate references relating books to other
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media occur in film (Brown 2004; Stanitzek and Klein 2005) and theatre studies
(Bennett 1997: 136-9). Books are produced in association with television
programmes; BBC Books and Channel 4 Books, while no longer managed by

their progenitative institutions, continue to publish books that present content
derived from the broadcast media. Numerous high-profile construction and
architectural projects use books to record and celebrate their achievements.

Few are as elaborate as the two-volume publication (London and Continental
Railways 2007a, 2007b) recording the completion of the Channel Tunnel. Books
also serve as markers for anniversaries (see, for example, Bryson 2010). In

recent years, internet blog sites have spawned books; Bagdad Burning: A girl blog
(Riverbend 2006) is a notable example that generated considerable media interest.
However, this intimate relationship between books and other media, events and
anniversaries has not been subjected to concerted study. So, while some aspects of
intermediation are referenced tangentially, no examination of the production and
reception of books in association with institutions, architectural projects or with
other media is reported in the literature.

Books offer resources for communication while simultaneously being
commodities for sale and acting as culturally active objects. As Young (2007: 7)
acknowledges, ‘the book trade has always sat on the cusp of culture and commerce’.
Sitting alongside communication, this duality creates particular tensions in
the contemporary museum: commercial constraints require marketable books
produced to a budget while titles must simultaneously promulgate the institution’s
scholarship and carry engaging content. These demands can rarely be balanced

to the satisfaction of all agents, and the associated tensions provide a threnody
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against which the relationship between museums, exhibitions and print media

are played out. This study examines the many uses to which books are put by the
institution in promoting communication both within and beyond the museum, in
advancing curators’ careers, and in representing artists and sponsors. As a form of
representation, books offer a controllable and incontestable media through which
institutional intellectual property is distributed.

As is apparent from this review of theories and related concepts, literatures
from fields as diverse as communication, material culture, print, reading and
museum studies all inform components of this research. The ideas and theories
presented here underpin the conception of the study. Where these ideas appertain
to later discussions and are mined for relevance to the research findings,
further references are presented, reviewed and integrated with the data. The
interdisciplinary nature of this topic in cultural and communicative fields of
publishing and museum studies generates a broad range of influencing literatures.
Allied with this, the emergent nature of the ‘anthropology of the book’ dictates that
references are located in disparate articles derived from other fields of study. These
considerations indicated the need, alluded to earlier, to disperse the literature

relevant to the analytical and discursive sections within the appropriate chapters.

Prior research from cognate or adjacent fields

Museum studies literature acknowledges that when on display to the public,
objects are ‘always contextualised by words’ (Hooper-Greenhill 1994: 115).
However, the relationship between books, collections and display in recent and
contemporary exhibitions is awarded only passing reference in literature on
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exhibitions, collections, museum learning and visitor studies. This area has yet
to be studied empirically in detail. Wentz (1996), in a review of the literature of
art exhibition catalogues, lists 19 references published between 1973 and 1993
most of which appeared in the newsletter of the Association of UK and Ireland
Art Libraries Society (ARLIS) and concerned the provision of art catalogues to
libraries. While the literature under review demonstrated a lack of academic rigour,
with only one of the publications (Morgan 1991), published in a peer-reviewed
journal, these publications charted the changes in twentieth-century exhibition
catalogues from simple checklists to the illustrated volumes associated with the
blockbuster exhibitions of the 1980s and later. One reference notes the impact that
the commercialisation of museum publishing was having on the suitability of the
publications for visitors’ use in the galleries (Cannon-Brookes 1985, cited in Wentz
1996: 175). Overall, however, Wentz’s review is useful as it documents the lack
of empirical evidence available on museum books, together with the absence of a
systematic approach to the topic.

Despite the long tradition of publishing within the context of collections
and museums, only one systematic investigation of publishing has been located.
Cowan and co-researchers (1992) examined the extent of contemporary museum
publishing in Canadian museums and art galleries. Using detailed questionnaires
which were sent to national, provincial and community museums and galleries
they obtained narrative responses that were compiled into a report documenting
the extent and processes of museum and gallery publishing. Exhibition catalogues
made up the majority of the publication types, which they identified as fulfilling
four functions: to attract, to inform, to document and to provide corporate
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souvenirs. Recommendations called for the setting up of networks between
museum publishers to improve practice, as well as the training of museum
personnel. The report also called for more research aimed at improving practice,
particularly publishing procedures. As a record of publishing practice in Canadian
museums in the late twentieth century, it provides a baseline from which to
assess subsequent changes in the field. However, the study did not consider the
sociological or cultural purposes of museum publishing and is therefore of only
tangential use to this study.

Museum training manuals are another source of information on publishing
with several providing an overview of processes and roles combined with advice
on practices such as the management of the museum retail environment - an
association that highlights the museum profession’s placement of publishing with
other commercial enterprises (Museums Association 1984: 446-75; Breuer 1995:
132-6; Ambrose and Paine 2006: 120-3). These articles are primarily concerned
with publishing processes and omit any reference to the cultural or audience
implications of museum communication through books.

In contrast to the procedural emphasis of these previous articles, Weil (2002)
presents new technologies associated with print as one of several revolutions
metamorphosing the concept of the museum as an institution. In this text, he offers
a broader view of publishing as a means of making the institution’s scholarship
available to a wide audience (pp. 109-25). He suggests that recent advances in
publishing technology, such as printing on-demand, ebooks and websites, might
well ‘eliminate certain books altogether’ (Weil 2002: 117). Taking into account

Weil’s modulation of the statement as applying to ‘certain books’, his predictions
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have proved accurate; for example, the British Museum offers technical bulletins
for free when they are downloaded from the museum’s website whereas a small fee
is charged for printed versions. However, these technologies have not yet replaced
or even reduced the production of printed books and catalogues for exhibitions,
and the application of digital and on-demand printing technology has not provided
even the partial transformation Weil predicted in print production.

Additional references to books might be expected to appear in research on
exhibition evaluation, visitor studies, the educational purposes of museums, and
the study of text in museums. While no literature search can claim to be totally
exhaustive, and while an absence is difficult to prove, extensive searches failed
to locate any references to publishing in these areas of museum studies. For
example, visitors’ use of guides and catalogues in museums is noticeably absent
from literature relating to the evaluation of museums and their exhibitions.
Despite recommendations for evaluation of the post-visit effects (Falk and
Dierking 2000), museum visitors are rarely contacted after their museum visit.
While urging more studies of the effects of the passage of time on learning from
museum visits, Anderson et al. (2007) acknowledge that the difficulties inherent
in contacting museum visitors after they have departed from the museum make
the practicalities of this research problematical. Equally notable by its absence is
a consideration of the contribution of books to museum communication (Hooper-
Greenhill 1991a) except in a brief reference to shops making the scholarly work of
museums available through publications (Hooper-Greenhill 1994) and to museum
educational theory (Hooper-Greenhill 1995, 1999a). Ravelli’'s study (2006) of

written communication in museums confines consideration of text to object and
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case labels and text on museum walls and makes no mention of catalogues or
guides as influencing visitors’ understanding of exhibits.

There is a notable absence of museum publishing representation in
organisations promulgating professional development and the activity is not
represented in museum organisations, such as the International Council for
Museums (ICOM). Despite offering committees covering cognate fields such as
audiovisual and new technologies, conservation, marketing and public relations,
publishing is not represented by an ICOM committee. The professional associations
in the UK, USA, Canada and Australia conflate museum publishing issues with those
of museum shops. Following this reviews, it is difficult to avoid the conclusion
that despite the involvement of curators as primary authors of exhibition texts
and catalogues, publishing is not currently viewed as an integral component of
curatorial or any other professional museal practice.

Publishing as a culturally and socially active process has an intimate
relationship with museum communication, visitor studies and evaluation that
makes its absence from these areas surprising. One explanation for this may be
located in the realisation that in the organisation of most museum publishing
departments it is the commercial contribution of the publishing enterprise that
overshadows these other cultural and social aspects so that publishing has not
received the same exposure to professional museum practice and research as other
arenas such as collections, education and curatorial functions. It is also possible
that the location of museum publishing at the interstices between two professions
and fields of research, one established (museum studies) and one developing

(publishing studies), has contributed to its relevance to museum studies being
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overlooked.

In summary, then, this study draws on a synthesis of theories from
communication, literature and cultural studies and takes as its fundamental
concept the meaning-making resources apparent in written language. Research of
this nature benefits from a qualitative methodology, and the rationale for this and

for the case study approach are explained in the following section.

Research methodologies and case studies

The discursive and interdisciplinary nature of this study, which aims to obtain,
among other data, personal narratives and motivations, indicates a requirement
for qualitative data-gathering methods that are centred on, in this instance, the
use of case studies. These cases provide a bounded model for examination and
evaluation of data against the broader background of the enquiry (Creswell 2007:
73). The institutions that constituted the cases and that were willing to provide
access to staff, events and exhibitions were identified through contacts in the
publishing industry that lead initially to the National Gallery and subsequently to
the Wellcome Collection. These institutions, both located in London, mount regular
temporary exhibitions as part of their public programming and produce books
and catalogues for the exhibitions in addition to other publications. A detailed
discussion of these institutions, the temporary exhibitions and their publications is
presented in Chapter Two. The following limited synopsis of the case studies places
the research into the context of these institutions.

The National Gallery is the major UK institution for the collection,
conservation, study and display of Old Master paintings. It ‘houses the national
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collection of Western European painting from the 13th to the 19th centuries’
(National Gallery 2010a). The Sunley Room in the National Gallery is a relatively
small display space in the centre of the older museum building. It presents a
changing schedule of temporary shows. Discussion with publishing staff identified
two exhibitions scheduled for this gallery that were deemed to offer publications
suitable for this study. The first of these in 2008 showed paintings by the
contemporary artist Alison Watt and formed the exhibition Alison Watt: Phantom.
This exhibition celebrated her two-year residency at the gallery as Rootstein
Hopkins National Gallery Associate Artist. The second, later in the same year, Sisley
in England and Wales showed paintings of the French impressionist, Alfred Sisley.

The Wellcome Collection exhibitions and public programmes are dedicated
to promoting the public understanding of science and medicine. The exhibitions
specialise in utilising art in this endeavour, and in 2007, the parent body, the
Wellcome Trust, opened a dedicated exhibition space near its headquarters in
central London. Three major exhibitions were selected for study, from a range
on offer in the first two years the centre was open. These were The Heart (2007),
Sleeping and Dreaming (2008) and War and Medicine (2008).

In the course of the field work, over thirty interviews of varying length
from approximately 20 minutes to over 90 minutes were recorded with staff and
visitors at the case study venues. In order to obtain an understanding of the issues
associated with contemporary museum publishing, personnel at other national
institutions with an interest in or responsibility for museum publishing were also
interviewed. The names and affiliations of the institutional interviewees are given
in Appendix II, together with details of the interview timings and dates. Data from

Chapter One Introduction 46



producers were triangulated with observations of visitors in the galleries and
from examination of documents relating to the development of the exhibitions and
their catalogues. In addition to these interviews with producing agents, over thirty
email questionnaires were returned by individuals who had purchased catalogues
during visits to the case study institutions. This data was augmented with four
interviews with museum visitors who had purchased catalogues. The field work

was conducted during the period from April 2007 to September 2009.

Origins of the study

The idea for this research grew out of an earlier survey and analysis of publishing
activities by regional and local museums in England (Hughes 2005). This earlier
survey revealed that publishing by museums offered a model whereby aspects
of contemporary print culture, such as print production, audience reception of
non-fiction, and the role of the book as a cultural and socially active object, could
be examined. As an academic at the Oxford International Centre for Publishing
Studies, Oxford Brookes University, with work experience in museums in the UK,
USA and Botswana, I feel uniquely placed to conduct this research. My personal
knowledge of praxis in both fields, and my contacts and experience in the
publishing industry influenced the formulation of the research strategies, field

work and its subsequent analysis.

Conclusions

The introductory material in Chapter One presents the purpose and context
of the study together with the rationale for its theoretical basis. The research
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methods are discussed in Chapter Two, which presents the case study institutions,
their exhibitions and the associated books in detail. Data-gathering methods are
described with the basis for their application and the issues arising from the
research methodology.

Production, reception and text are treated as individual entities and the data
from the field work and the supporting literature, relating to these three features
of the study are presented and discussed in Chapters Three, Four and Five. These
analyses and discussions identify recurring themes that march across the separate
consideration of the contributing entities of museum communication through
books. Further treatment of these themes in Chapter Six integrates the findings
from these individual components of the communication process. This approach
enables the sequential process of production and consumption to be considered
while also honouring the textual contribution of the book as a whole. The themes
that emerge from the data enable a holistic approach to examining the complexity
and circularity of this relationship where producers also consume their texts and
readers’ active use of books is a form of production.

Analysis and discussion is based on original data from a combination
of interviews, questionnaires and documents, which are supported, where
appropriate, with references to secondary sources. Chapter Three considers the
agents responsible for production of the printed media using data from both
the case study institutions and from selected institutions such as the National
Museums of Scotland, the British Museum, the Royal Academy and the Museum of
the History of Science in Oxford. Chapter Four addresses the audience for museum

books starting with an analysis of the categories of audience as identified by
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museum publishers during their interviews. This is followed by an examination of
the responses of visitors to the case study publications in light of the stated aims of
the agents of production. A discussion of the purposes of the books for the museum
visitors completes this chapter.

Chapter Five considers the relationship of the book to exhibitions in terms of
the production of exhibitions. This relationship is then examined from the point
of view of the visitor and finally from that of the institution. The relationship that
exists between the book and the exhibition suggests that these entities act as
reciprocal devices, that is, the book frames the museum and its exhibitions, while
the visitors’ experience in the exhibition and the institution frames their reading
of the book. This theme draws on Genette’s ideas (1997) that elements of the
book such as the foreword and preface provide a context for reading the enclosed
authorial content. Associated with this framing theme is the use of the book as a
site of presentation and construction of knowledge by the curatorial/artist author,
a site that exists in some instances with only slight recourse to the exhibition itself.

The themes of memory and representation emerging from the earlier data
chapters structure the discussion in Chapter Six. Here the book is examined as
an object with specific legacy and representational functions. As the physical
evidence of the evanescent exhibitionary event, the catalogue’s fixity is presented
as a memorial and as a legacy document for the curators, sponsors and visitors. A
second theme, representation, emerges from the realisation that books stand in
for the producing institution, its curators and the exhibition sponsors. This section
analyses elements of the books to identify how, in addition to the physical nature of
the book, the text represents the institution and its authority. The use of the book
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by museum visitors to acquire cultural capital (Bourdieu 1993; Robbins 2000:
62-3) is also discussed. The emergent themes from these separate areas of study
are discussed in Chapter Six in an attempt to clarify the interactions between the
communication and cultural functions apparent in books and exhibitions.

The thesis concludes with Chapter Seven and a recapitulation of the main
themes and findings from the previous discussion. Suggestions are made for
future areas of research in museum publishing that encompass the impact of new
technologies on print and the possible benefits of comparison of UK museum
publishing with the publishing conducted by national museums in other countries.

This study is informed by communication and cultural theories and it benefits
from perspectives apparent at the interface of museum and print studies. Using
empirical and theoretical investigations it examines and clarifies the complex
relationship between publishing by museal institutions, their associated personnel
and other agents, the resulting book and its audience. Case studies that focus on
books associated with temporary exhibitions refine the research so that these
relationships may be better understood. By clarifying the relationship through
themes emerging from the data, the influence of elements within this complex and
under-researched area of museum communication are disentangled. Furthermore,
the study suggests a model for investigating these culturally active and hitherto
overlooked meaning-making resources in museums and offers a concomitant

contribution to research methods appropriate to publishing studies.
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2 Research methodology and case studies

The questions outlined in the introductory chapter are addressed through a
qualitative research methodology using case studies. In this chapter, the rationale
for this approach is discussed within the context of a detailed description of the
case study institutions, the exhibitions and their associated books. An explanation
is given of the data collection processes using interviews and questionnaires, and
the limitations of such an approach are also investigated.

The qualitative methodology using case studies both reflects and facilitates
access to the discursive nature of this research topic (Creswell 2007: 37) with
its various contributing agents as delineated in the preceding introduction.
The potential of diverse data collection methods to impart rigour and generate
rich data provided further reasons for a case study approach. In addition, the
bounded nature of a case study offers the focus required to examine the extensive
quantities of data created in this interdisciplinary topic. A range of data-gathering
methods provided a data mix which, through triangulation, encouraged confidence
in the resulting analysis. In addition, suitably chosen case studies allowed
comparison between institutions. By analysing the narratives constructed by
agents in production and reception, this approach successfully teased out covert
subtleties that might otherwise have been overlooked using less discursive
methods. While the issues associated with arguing from the specific case to a
general application of findings together with the potential bias introduced by
the researcher,; are acknowledged and examined in more detail later, a case study

method offers the means to address the human and institutional agency at work
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in the complex communication system that is museum publishing. In summary, a
case study approach was selected for this qualitative study because it facilitates
mixed methods of data collection and provides a defined model that enables the
examination of communication and its concomitant processes and products within

the museum.

Case study institutions

In line with Yin’s guidance (2009: 46-64) on defining case studies prior to
selection, several characteristics were identified for the cases in this research

prior to locating and negotiating access. First, it was determined that suitable
institutions would conduct a publishing programme that produced a range of
books, such as catalogues for temporary exhibitions and guides to their permanent
collections. From the variety of published books available at most UK national
museums, the study identified books associated with temporary exhibitions as
being suitable for study. The production and sale of these books occurs over a
limited period of time and is associated with a distinct event. These characteristics
enabled curatorial and institutional practice as well as visitor reactions associated
with a limited number of books to be identified and investigated within the time
limits of the study. While the institutions were not required to be in London, the
national nature of most institutions actively involved with publishing made it likely
that they would be located in the nation’s capital. Secondly, it was determined that
the institutions were prepared to offer access to curatorial and other associated
agents for interviews and to facilitate access to visitors. Thirdly, the institutions

were required to provide a range of approaches and subjects since the research
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sought to use difference to identify aspects of the relationship between exhibitions
and their catalogues. Finally, the personal nature of the data-gathering methods,

in particular the interviews, indicated the necessity of negotiating access in ways
that promoted confidence among the interviewed subjects. Consequently, personal
contacts within the two institutions provided introductions to other members

of staff and influenced the choice of one of the case studies that met the