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Introduction
Over recent decades the collection of the British Museum, the first public museum

in the world, has come under scrutiny. A number of artefacts in their collection have
become subjects of controversy in terms of how they were originally acquired, and the
debate over the repatriation of some artefacts is a significant debate within the Heritage
sector. This dissertation will examine the transparency of the British Museum in
acknowledging Britain’s colonial past and the contested acquisition of objects within their
collection. Five objects have been chosen as case studies. The dissertation will consider the
challenges faced by the British Museum in reflecting acquisition issues in its display, and in
the variety of the British Museum’s physical and digital resources, in the context of the

British Museum’s aim to provide ‘education of humanity’ (The British Museum, 2019).

The British Museum was founded by an act of Parliament in 1753 with the collection
of Sir Hans Sloane. The British Museum today holds a vast collection containing 11 million
objects. It is a universal and encyclopaedic museum, with a collection that spans the globe
and world history. It was therefore important for the purposes of this dissertation to have
case studies of objects that represent the British Museum's collection. The first case study,
the Parthenon Marbles, is synonymous with debate and controversy over its acquisition and
claims for repatriation to Greece. The Rosetta Stone from Luxor and Rosetta /Al -Rashid in
Egypt, is the second case study, again it is a prominent object in the British Museum’s
collection. Case Study 3 is the Papyrus of Ani, a version of the Book of the Dead that is vital
in understanding the funerary rites of Ancient Egyptians. The Benin Bronzes are the
penultimate case study, a collection of bronze plaques and bronze masks from Benin City in
modern day Nigeria. The final case study is the Hoa Hakananai’a statue from Rapa Nui

(Easter Island) in the South Pacific Ocean.

All the objects in these case studies were obtained by the British Museum between
1800 and 1901 a period representing the height of British Imperialism across the globe
(Ashcroft, et al., 2007). The acquisition of each of these objects is a unique representation of
the manner of British imperialism and colonialism of that era, with some of the objects
being a plunder of war, or gifted, or bought on the black market. Each case study will

therefore look at the background historical context, and the acquisition information.



In examining the British Museum’s transparency towards its past, it is important to
analyse the sources produced by the British Museum and the trustees of the British
Museum. Chapter Two, the Discussion will be split into three different sections that will look
at the ways a museum uses its resources for education, that being primarily display signs,
technology and publications. This predominantly includes a consideration of the online
collection catalogue, webpage and blogs. In terms of publications it was important to look at
a variety of resources, this includes A History of the World in 100 Objects? book series and
radio broadcasts/podcasts produced in partnership with the BBC, the Objects in Focus book
series and past and present Guidebooks. Within the Object in focus book series two books
are included, these being on the Rosetta Stone and Hoa Hakananai’a. HOW100 considers all

the objects in the case studies except for the Papyrus of Ani.

The debate over the repatriation of museum objects in recent years has reached a
high point, with the recent report published under French President Macron recommending
the return of African artefacts taken under French colonial rule (Adams, 2018; Rea, 2018).
The 2020 protests of the Black Lives Matter Campaign have also highlighted and increased
concerns with Eurocentric colonial perspectives being taken as a world view and

misrepresenting the evidence and experience of the colonised in world history.

Post-colonial perspectives, examining the counter narrative of those people who lost
their objects, are therefore a necessary aspect of the repatriation and acquisition debate
within this dissertation particularly in highlighting these unheard/unrepresented
perspectives that have until recently been largely ignored within the European museum

experience.

Methodology

In assessing the transparency of presentations of the acquisition history of its
objects, a series of sources were examined to determine what kind of relationship the
British Museum has with its colonial past. The sources were in the main examined for the
detail and type of acquisition information. In addition, looking at the wording of the text

and use of language was considered, in order to assess what the British Museum attempts

1 Henceforth, shall be known as HOW100.



to achieve by selecting and displaying particular pieces of information, are whether there

was any attempt to justify or avoid the means of acquisition.

In this dissertation it was important to look at a variety of artefacts with different
origins and different acquisition stories. It was crucial to include the Parthenon Marbles as
they are synonymous with repatriation debates and its associated media attention,
controversy and attention from British Museum visitors. Similarly, the Rosetta Stone is a
prominent artefact in the British Museum and brings in large crowds, and also has a vast
collection of merchandise in the British Museum Shop showing the popularity of the
artefact (The British Museum Shop, 2020). Both objects have received most coverage in
books and publications. The Hoa Hakananai’a and the Benin Bronzes have also received
attention due to requests for their repatriation. It was also important to get a variety of
different objects from different origins, as well as case studies of objects that had a different
acquisition pathway. It was paramount to include the papyrus of Ani as this case study
varies from the other case studies in that it was acquired through the black market. In
addition, the Papyrus has not been the subject of publications, including nothing from the

British Museum itself.

The display signs, and the physical and digital resources were chosen primarily
because these resources are accessible to the general public either in person, in the British
Museum or online. In order to access the acquisition information, it was necessary to
consider what information the British Museum is informing, at its face value, and ask what
visitors see. The display signs are highly significant as they are the first and sometimes the
only form of communication with the public. Display signs are a balancing act of giving
enough information to educate and choosing which details to include, whilst keeping text
short and precise. This could mean that details may be overlooked, and further
compromised by having to adapt information to ensure access to a number of varying needs

within the audience.

During the writing of this dissertation the online collection database was updated
and changed format, and during that time the opportunity to update information on the
webpages was not taken up. This is where it should be possible to provide the widest access
to the most detailed information, as the collection database has a wider reaching audience

(The British Museum, 2020) and could include further details, links to blogs or webpages



produced by the British Museum or other external sources in order to provide the option of
greater depth of learning. The British Museum publications potentially provided varying
degrees of transparency depending on the type of publication and the aims of the source.
With HOW100, the presentation of the acquisition history is not the main aim of the text,
however it was important to look at this source as it is a multi-faced resource - a book, radio
programme and podcast broadcast and partially produced by BBC Radio 4. This is a relevant
source as not only does the source draw on four of the case studies, but also reaches a

significant audience.

Another publication that was included is the current guidebook, a vital source as it
introduces the objects, gallery spaces, civilisations and exhibitions and after the display signs
is most likely to be widely accessed by museum visitors. It provides basic information on the
British Museum and collections as well as highlighting specific objects on display, and it also
includes a map. All of the resources chosen for this dissertation are available to the general
public either online or in the British Museum and are the primary means to inform and to

educate the public and communicate the British Museum’s key messages.

Throughout the dissertation several additional sources were used that were
published externally to the British Museum. The foundations of the dissertation were built
from two books: ‘Loot’ by Sharon Waxman, and ‘The Return of Cultural Treasures’ by
Jeanette Greenfield (Waxman, 2008; Greenfield, 1996). These two books were what
inspired a consideration of the subject in the first place and provided key information in the
case studies concerning the Parthenon Marbles and the Rosetta Stone (Waxman, 2008;
Greenfield, 1996). Loot focused on the removal of objects from ancient civilisations of
Egypt, Greece and Rome (Waxman, 2008). Greenfield’s book was more varied and covered a
wider range of topics from the removal of items from ancient civilizations to art removed
from the Germans/Nazis after the World War Il by the USSR and included information on
the removal of the Benin Bronzes (Greenfield, 1996). The briefing paper on the Parthenon
Sculptures produced by the House of Commons library in 2017 was also key in information
regarding the Parthenon Marbles (Woodhouse & Pepin, 2017). Ivan Lindsay’s ‘History of
Loot and Stolen Art from Antiquity until the Present day’ was another key book containing
information on the removal of the Parthenon Marbles, the Stone and the Benin Bronzes

(Lindsay, 2014). For the Hoa Hakananai’a and the Papyrus of Ani there was very little



information published externally to the British Museum’s publications. The primary source
for the Papyrus of Ani is the documentary ‘The Egyptian Book of the Dead’ (The Egyptian
Book of the Dead, 2006), which describes the timeline of events that occurred in the
acquisition of the Papyrus. For the Hoa Hakananai’a and the Rosetta Stone, the Object in
Focus series was the main sources for information concerning acquisition of the items.
Journal articles were used in covering museum education and ethics such as ‘Musuem
education and Archaeological Ethics: An approach to the illicit trade of Antiquities’ and
‘Exhibition Ethics — An overview of Major Issues (Gazi, 2014; Argyropoulos, et al., 2014).
Theory articles included ‘The British Museum: An Imperial Museum in a Post-Imperial World’
and ‘A 215t Century Empire: The British Museum and its Imperial legacies’ and these
provided information on the use of language in displays, example of successful museum

display and vital theoretical approaches (Duthie, 2011; Rooney, 2019).



Chapter 1: Case Studies

Case Study 1: Parthenon Marbles
The Parthenon (Elgin) Marbles are a collection of artefacts from the Parthenon that

include metopes, sections from the frieze and sculptures. The Parthenon Marbles have
been among the most controversial items in the British Museum collection since 1817 when
the Museum first displayed them (Greenfield, 1996). Today the Parthenon Marbles are in
Gallery 18 of the British Museum, with most of the displayed information on the Parthenon

located in Galleries 18a and 18b (See A1-3).

Background
Built in the 5% century BCE, the Parthenon is a temple dedicated to the goddess

Athena built from marble from the quarries on Mount Pentelicon, near Athens (Woodford,
1981, p. 19). When it was first constructed there were 92 metopes on the Parthenon; 15 are
now in the British Museum and 39 are in the Acropolis Museum (Woodford, 1981;
Greenfield, 1996). The 160-metre-long frieze, depicting the Panathenaic Festival procession,
consisted of 115 panels of which only 97 survive: 56 in the British Museum; 40 in the
Acropolis Museum, while other pieces are in the Louvre and other European Museums
(Woodford, 1981; Greenfield, 1996). The British Museum also holds 17 pediment figures
(Greenfield, 1996).

In 1817 Athens and Greece had been under the control of the Ottoman Empire since
the 15™ century (Lindsay, 2014). The Parthenon had been turned into a Church during the
6™ century under the Byzantine Empire, a Mosque when the Ottomans took control of the
area (Greenfield, 1996) and later it was used to store gunpowder. When the Venetians
sieged the Acropolis in 1678 the Parthenon was hit by a cannonball, which in turn ignited
the gunpowder, causing damage to the Parthenon, the Parthenon Marbles and the structure
(Greenfield, 1996; Waxman, 2008).

Acquisition

In 1799, Thomas Bruce, 7t Earl of Elgin and British Ambassador to the Ottoman
Empire, travelled to Constantinople, accompanied by his secretary William Hamilton
(Lindsay, 2014). Elgin sent a team to Athens to make drawings and casts of artefacts of the
Parthenon. They found the condition of the site to be poor. It was still being used

to store gunpowder and some of the marble was being burnt for its raw materials (Lindsay,



2014). The team were refused entry to the site (Lindsay, 2014). Hamilton eventually
arranged access for a fee of £5 per day but the team were not permitted to make drawings

of the sculptures located higher up on the Parthenon.

In 1801 Dr Philip Hunt, the British Embassy chaplain, (Lindsay, 2014) was sent to
Athens to seek an update (Lindsay, 2014). Hunt suggested to Elgin to go above the head of
the Dizdar? to Constantinople and receive a firman® (Lindsay, 2014). Hunt's letter was
received by Elgin immediately after Nelson’s victory in the Battle of the Nile and so British
power was rising and the Sultan Selim Il was giving out honours to Elgin (Lindsay, 2014; The
British Museum, 2020). Selim Il granted the firman, although its wording is contested today,
and the dismantling of the Parthenon Marbles promptly began (Lindsay, 2014; Greenfield,
1996). Pediments were removed from the east and west side, 247 of the 542 ft of metopes
panels were dismantled, 56 of the 97 surviving frieze panels were also removed (Lindsay,
2014; Greenfield, 1996). By 1803 all of the dismantled Parthenon Marbles had been boxed
into 200 chests, some of them having been cut into smaller fragments for transportation to

the UK. (Lindsay, 2014; Greenfield, 1996; Leontsinis, 2010).

In 1816 Elgin offered to sell the Parthenon Marbles to the British Government and a
Parliamentary Inquiry was held which agreed to offer Elgin £35,000 (Lindsay, 2014, p. 193).
Elgin accepted the offer; the Parthenon Marbles were put into the care of the British

Museum and were put on public display in 1817 (Beard, 2004, p. 161)

The Parthenon Marbles have been on permanent display in the British Museum
since their 1817 installation, only being removed during the Second World War. Today, they
are displayed in a custom-built gallery, Gallery 18, constructed in the 1930s but not regularly
opened until 1962, financed by Joseph Duveen (Beard, 2004, p. 161).

Arguments for repatriation and remaining in the British Museum

Since the installation of the Parthenon Marbles controversy and debate has
surrounded the nature of their acquisition and was the subject of Parliamentary Inquiry
(Lindsay, 2014). In the 1830s the Greeks gained independence from the Ottoman Empire

(Koliopoulos & Veremis, 2010) and the new nation began to develop an emblematic

2 The local ruler of the acropolis
3 A Royal warrant.

10



relationship with the Parthenon (MacGregor, 2010). Currently, the Greek Government
wants the return of all surviving sculptures and to have them reunited (BCRPM, 2018) In
1983 the Greek Government made a formal request for the return of the Parthenon
Marbles, but this was rejected in 1984 (Woodhouse & Pepin, 2017). After the New Acropolis
Museum was built in 2009, the Greek government and UNESCO invited the UK Government
and the British Museum Trustees into a mediation process to solve the issue, however, the
UK government and the British Museum declined the request (Woodhouse & Pepin, 2017).
It has been suggested that the Greek Government may be able to request a loan of the
Parthenon Marbles to Greece, but Greece will have to accept the trustees' title of ownership
over the Parthenon Marbles, and this they refuse to do (Woodhouse & Pepin, 2017;
Squirres, 2019).

Over the past 200 years the British Museum has developed responses to the claims

for repatriation. These include:

e The location of the Parthenon Marbles in the British Museum is at a midway point
between the US and Europe.

e They are displayed in a unique context in the British Museum with art and artefacts
from all over the world, and spanning world history, giving a unique global and
historical perspective

e Agreeing to the return of the Parthenon Marbles could start a mass repatriation of
objects, emptying museums.

e The Parthenon Marbles were given better care in the British Museum and were
saved from further destruction and damage by war, the site’s use as gunpowder
storage and natural events.

e The entire body of Parthenon Marbles will always be incomplete as many of the
Parthenon Marbles have been lost or destroyed over time. Calls to repatriate on
these grounds are futile.

e The legal charter that established the British Museum prevents the return of such
artefacts from the collection.

e Too fragile to travel.

(Lindsay, 2014, p. 197)
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One of the primary arguments against repatriation is the ‘better care’ provided by
British Museum, that they are more knowledgeable and skilled custodians of the Parthenon
Marbles and so can care for them more appropriately. The Parthenon Marbles have been
damaged twice, by contemporary standards, since the British Museum acquired them.
Firstly, the Parthenon Marbles had become dirty due to air pollution and the British
Museum'’s heating system (Beard, 2004; Robertson, 2019). In a modern-day context this
would show a lack of care, however, 19t and earlier 20t century knowledge of the effects
of air pollution was limited, and the damage would not have been preventable.
Subsequently the Parthenon Marbles were damaged again under the influence of Joseph
Duveen, the funder of the new gallery in which the Parthenon Marbles were to be exhibited.
Duveen wanted them to be white and seen in the Neo-Classical image that was depicted of
all classical art (Beard, 2004, pp. 168-169; Robertson, 2019). The Parthenon Marbles were
cleaned with copper tools which removed the dirt, but also removed details on the
Parthenon Marbles’ surfaces (Waxman, 2008, p. 248). Waxman states that the handling of
this has received possibly more criticism than the actual event itself, due to the British
Museum’s attempt to minimise the issue possibly fearing it would impact negatively on the
"better care’ defence against repatriation (Waxman, 2008). There is a lack of clarity on this
from the British Museum, with Mary Beard suggesting that WWII events took precedence,
and the information was only released to the public some 60 years later (Beard, 2004, pp.

168-169).

Another aspect of the ‘better care’ argument is that the Parthenon Marbles were
saved from destruction and decay. For another 200 years, the remaining Parthenon Marbles
were open to further damage in several ways. Firstly, the locals and the military garrison
were dismantling the site to use the lead for bullets and the Marbles as a building material
for new buildings (Beard, 2004; Waxman, 2008). Secondly, air pollution (Yocom, 1979;
Waxman, 2008) in Athens, like that in London, created a reaction causing decay,
disfigurement (Yocom, 1979), decolourisation and the stones to crack (Yocom, 1979).
BCRPM have refuted this argument, stating that all the remaining Parthenon Marbles are
now housed in the Acropolis Museum have been cleaned with laser technology that retains
their natural patina (Yocom, 1979; British Committee for the Reunification of the Parthenon

Marbles, 2018). Further arguments are natural events such as rain, wind, and earthquakes

12



were also liable to cause damage (Yocom, 1979) and that the Parthenon Marbles are too
fragile to travel (Smith, 2014). However, in 2014 the British Museum loaned out the lllissos
sculpture to Russia (BBC News, 2014; Woodhouse & Pepin, 2017) thus essentially voiding
this position. The only one of these arguments presented in the Museum’s resources is the

‘global and historical perspective’ argument, within the Parthenon leaflet (see Chapter 2).
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Case Study 2: Rosetta Stone
The Rosetta Stone, object number EA24, is one of the best-known objects in the British

Museum’s collection second to the Parthenon Marbles. Today, the Rosetta Stone is in the centre of

the Egyptian Sculpture Gallery (See A15- A17).

Background
The Stone was discovered in Fort St Julian, near the town of Rosetta in Egypt, in

1799 (Greenfield, 1996, p. 115). It is a significant artefact within Egyptology due to the relationship
between the languages on the stone rather than content of the text, which is an agreement between
the Pharaoh and a group of clergy and priests (Ray, 2008). The text’s depiction in three
languages: hieroglyphs, Greek and Demotic (the everyday language of the ancient Egyptians), (Ray,
2008). Allowing for the first translation of hieroglyphs by Thomas Young and Jean- Francois
Champollion (Cuno, 2012).
Acquisition

In July 1798, Napoleon invaded Egypt. At the time, the Mamelukes controlled Egypt under
the Ottoman rule of Selim Il (Ray, 2008). During Napoleon’s invasion, in the summer of 1799, French
troops were rebuilding the walls of the forts including Fort St Julian, and it was here that Pierre
Francois-Xavier Bouchard found the Rosetta Stone (Ray, 2008). The Stone and other finds were sent
to the Institute d’Egypte in Cairo and from there to Alexandria. In August 1801 General Menou
surrendered to the British, requested an armistice, and signed the Capitulation of Alexandria (Ray,
2008; Lindsay, 2014; Greenfield, 1996). Under this treaty, the Rosetta Stone and other finds became
the spoils of war and were handed over to the British (Greenfield, 1996). (Greenfield, 1996, p. 116).
(Lindsay, 2014, p. 175; Ray, 2008).

The Rosetta Stone was escorted to England by Colonel Turner on board a French frigate
called L’Egyptian arriving in Portsmouth (Lindsay, 2014; Ray, 2008). The Stone was presented to the
Society of Antiquaries of London who then passed it to the British Museum. The Rosetta Stone had
by this time gained two inscriptions on the left and right sides reading; ‘Captured in Egypt by the
British Army 1801’ and ‘Presented by King George lll, after King George presented the stone to the
Museum (Ray, 2008). These inscriptions have since faded but are still present (See Appendix A23 and

A24) (Ray, 2008).
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Case Study 3: Papyrus/ Book of Ani
Object number EA 10470, the Papyrus of Ani /Any (sometimes called the Book of the

Dead of Ani), was acquired by the British Museum by E. A. Wallis Budge in 1888 (The British
Museum, 2020). The 78 ft long scroll is cut into 37 individual pieces of which three sections,
EA 10470/33, EA 10470/7 and 10470/6 are displayed upstairs in the Ancient Egyptian
Galleries. Section EA 10470/33 looks at the function of amulets that would have been
placed on the body (The British Museum, 2020). EA 10470/7 shows the Ba spirits of Ani and
his wife (The British Museum, 2020). The final section on display is EA 10470/6 which
depicts the funeral procession and the opening of the mouth ceremony (The British

Museum, 2020)(See A29- 35).

Background

The Papyrus of Ani is a significant religious document and an elaborate Book of the
Dead, a collection of spells and magic to guide the owner, in this case Ani and his wife,
through the Duat to their afterlife. Books of the Dead were popular between 1500 BCE and
400 CE; there are estimated to be over 25,000 different versions. The Ani Papyrus is unique
for its artistic quality and the collection of spells that it holds. The Papyrus of Ani contains 65
prayers and magical spells, with 150 accompanying coloured illustrations. The Papyrus of
Ani was created ¢.1250 BCE and is from Luxor/ Thebes. The Book of the Dead is seen as the
oldest example of religious texts. Ani was a royal temple scribe, who would have overseen
the granary, and would have tallied the offerings to the gods. (The Egyptian Book of the
Dead, 2006).

Acquisition

Whilst on expedition to Egypt in the late 1880’s Budge arrived in Cairo to hear that
there was a newly discovered and unexcavated tomb in Luxor (The Egyptian Book of the
Dead, 2006). At the time, purchasing antiquities was illegal in Egypt but the black market
was huge (The Egyptian Book of the Dead, 2006) and the Cairo Museum was not considered
capable of appropriately caring for artefacts (The Egyptian Book of the Dead, 2006). Budge
proceeded to Luxor where he met with a local black-market dealer who had a papyrus, with
an unbroken wax seal, which had been looted from the unexcavated Luxor tomb (The
Egyptian Book of the Dead, 2006). Despite its illegality, Budge purchased the papyrus, was

then arrested and jailed by the French authorities, and the papyrus was confiscated. Budge

15



stole back the papyrus, smuggling it back to Cairo before moving onto Britain (The Egyptian
Book of the Dead, 2006). Once at the British Museum, Budge cut the papyrus into sections
and glued them to wooden boards for display purposes. Budge then translated the

hieroglyphics and published it (The Egyptian Book of the Dead, 2006).
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Case Study 4: Benin Bronzes
The Benin Bronzes are a collection of items from Benin City, in the Edo State in

modern day Nigeria, containing plagues and masks and commemorative heads belonging to
the Benin Oba (the King) (Greenfield, 1996; Plankensteiner, 2016). Some parts of the
collection have been a part of the British Museum since 1897 after the raid on the city by
the British (Plankensteiner, 2016; Waxman, 2008). Today some of the Benin Bronzes are in
the Sainsbury galleries, on the lower floor in Room 25, as part of the African galleries. 56 of
the Benin Bronzes are in the Sainsbury Gallery of the British Museum, displayed facing
forward, away from the wall, and are not directly fixed to the wall but are attached to metal
strips in 8 x 7 formation with a display sign attached to one strip (Google Arts and Culture,

2020).

Background
The Benin Bronzes are made from ivory, wood, and brass, a mix of copper and zinc,

rather than bronze which is an alloy of copper and tin (Jenkins, 2018, p. 138; Cuno, 2008, p.
xxiii), and would have been used for royal gifts and to decorate the palace walls and pillars;
the commemorative heads placed in memorial alters to the (Cuno, 2008, p. xxiii;
Civilizations- Episode 4 Encounters, 2018; Gunsch, 2018). They were first produced in the
13t century (Civilizations- Episode 4 Encounters, 2018; Gunsch, 2018). Benin was a major
centre of trade, between the British, Portuguese, Dutch, French and Benin community, in
important goods such as pepper, ivory, cotton, textiles, palm oil, and slavery (Cuno, 2008, p.

xxiii)the people of Benin received textiles, fine silks and Mediterranean coral (Cuno, 2008,

.......

Acquisition
In 1892, the Oba Ovonramwen and the British Vice-Counsel Henry Gallwey signed a

treaty guaranteeing Britain free trade and British handling of Benin (Plankensteiner, 2016).
The Oba did not follow the terms of the treaty, which may have been misunderstood by the
Oba (Plankensteiner, 2016). The Oba and the Benin state therefore continued to function as
before (Plankensteiner, 2016). In 1897, the Vice-Counsel of the British trading post, G.R.
Philips, pressed for a visit with the Oba to reprimand him for not following the trade
agreement. The Oba asked for the visit to be postponed due to the Edo’s annual sacred

religious rituals, but Phillips ignored the Oba’s message and travelled (Plankensteiner, 2016;
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Greenfield, 1996) with six other British government officials, two traders, an interpreter,
and two hundred and fifty men with weapons in their luggage (Meyerowitz, 1943;
Plankensteiner, 2016). Philips and his men were ambushed by Edo warriors and chiefs; only
2 survived. A British naval expedition, led by Admiral Rawson with 1500 men, was mounted
against Benin City as retribution (Greenfield, 1996; Meyerowitz, 1943; Plankensteiner,
2016). The expedition landed in Benin in February 1897. The British invaded Benin and
proceeded to raid and seize between 2,000 to 3,000 Benin bronzes and sculptures
(Greenfield, 1996, p. 120; Waxman, 2008, p. 219). The chiefs and the Oba surrendered to
the British (Plankensteiner, 2016) the Benin Bronzes were shipped to London and were sold
at auction and dispersed (Plankensteiner, 2016). By 1901, all the seized Benin Bronzes were
in public and private collections (Gunsch, 2018). The British government gifted some of the
Benin Bronzes (Brown, 2018) and others are on loan to the British Museum by descendants

of the soldiers on Rawson’s expedition (Gunsch, 2018; Greenfield, 1996, p. 121).
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Case Study 5: Hoa Hakananai’a
Object Number 0c1869,1005.1 is from Rapa Nui, or Easter Island, a remote island in

the Pacific Ocean, and the place of origin of Hoa Hakananai’a (Pitts, et al., 2014). Hoa
Hakananai’a, meaning hidden friend or stolen friend, has been on permanent display in the
Museum since 1869. It is presently located in in Gallery 24, as part of the Living and Dying
exhibition (Tilburg, 2004; British Museum, 2006, pp. 116-117). The statue has recently been
the subject of debate over its repatriation, and talks have taken place between the British
Museum and Rapa Nui chiefs. The statue received further attention due to its inclusion as
one of six artefacts in a Royal Mail stamp collection to commemorate the British Museum’s

250%™ anniversary (Collect GB Stamps, 2020) (See A47-A49).

Background
Standing at 2.42 metres tall, Hoa Hakananai’a is one of the Rapa Nui statues, or

moai, believed to embody ancestors and hold their spirits (Underwood, 2005). Created in
¢.1000-1100 AD, Hoa Hakananai’a is a unique moai for three reasons. Firstly, due to its
unusual location on Rapa Nui (Pitts, et al., 2014, p. 294)on its own on top of a cliff
overlooking the sea near the town Orongo, half-buried inside a stone roofed house (Pitts, et
al., 2014). Secondly, most moai statues are made from tuff, a soft volcanic rock, whereas
Hoa Hakananai’a is made from basalt (Pitts, et al., 2014, p. 294; Tilburg, 2004). Finally, on
the back of the Hoa Hakananai’a are symbols relating to the Birdman cult, the Tangata
Manu. These symbols would have been added after it was constructed and are believed to

have been painted (Pitts, et al., 2014; Davletshin, 2012).

Rapa Nui Island had its first European (Dutch) explorers in 1722, and the Spanish
arrived on the island in 1770 (Salmond, 2009; Pelta, 2001, p. 16 & 19; Underwood, 2005;
Beech, et al., 2006). Sir James Cook visited in 1774, and by the time the French arrived in
1862, the population was decreasing through slave raids and epidemics of smallpox (Pelta,
2001, p. 25; Underwood, 2005; Arnold, 2000). The people of Rapa Nui were converted to
Roman Catholicism after French missionaries arrived on the island in the 1860’s, as a result
of which nearly all the moai statues were laid on the ground or their necks were broken
(Fischer, 2006; Pelta, 2001). The only two that survived were Rano Raraku and Hoa
Hakananai’a. As Hoa Hakananai’a featured images of the Birdman cult, the symbol of

another religion, the chiefs kept the statue hidden out of sight (Pelta, 2001; Tilburg, 2004).
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Rapa Nui people believe the statue holds a spirit and that it stood watch to protect the
tribes (Bartlett, 2019; France-Presse, 2018). Requests for repatriation in 2018 have assigned
the statue as a ‘he’ and that he has a soul. The islanders also see that Hoa Hakananai’a is an
ambassador for the island in the British Museum and to western culture (Bartlett, 2019).
Acquisition

HMS Topaze departed from England at the beginning of 1867 intending to
survey and verify the positions of the Pacific Ocean islands. The frigate, under the command
of Commander Powell and Lt William Metcalfe Lang, arrived at Easter Island on 31 October
1868 (Tilburg, 2004). The British were welcomed when they docked at Hanga Roa, the locals
sold wooden carvings to the ships (Tilburg, 2004). Four of the crew, including Lt. Harrison,
Lt. Dundas, Richard Saint Hill and Dr Palmer, were taken around the island by locals to take a
statue as a souvenir back to Britain. On the third day, another group from the ship went on
a different route to Vinapu, and a third party travelled to the Orongo store building. The
third party with Dr Greenfield found the statue, standing upright opposite the door, its back
to the sea and buried to its shoulders (Tilburg, 2004, p. 36). The chiefs of the Island were
given shipbuilding material by Commander Powell and Hoa Hakananai’a was seen as a
payment (Tilburg, 2004). To get the statue out of the ground and the building, 40 men
demolished the building (Tilburg, 2004, p. 38). The next day 60 crew members, sent by
Powell, went to collect the statue with the help of two hundred Rapa Nui men (Tilburg,
2004; Pelta, 2001). Once dragged to the shore the moai statue was floated to the ship and
was then hoisted aboard HMS Topaze. A second statue called the Moai Hava was also
brought back to the UK. During this journey, the red and white paint that was on the statue
washed off (Pitts, 2014). Once Hoa Hakananai’a was on board, the ship travelled back to the
UK and Hoa Hakananai’a was given to Queen Victoria. The Queen then presented the statue

to the British Museum (Digby, 1972, p. 116).
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Chapter 2: Discussion
This section will analyse and discuss the primary means by which the British Museum

presents the acquisition history of the Parthenon Marbles, the Rosetta Stone, the Papyrus of
Ani, the Benin Bronzes and the Hoa Hakananai’a, through their display signs, online
database entries and webpages, and their publications. Throughout this discussion the
language of the texts will also be considered. As language ‘constructs knowledge’, a British
Museum’s choices create certain narratives to history, and this can be seen throughout the
British Museum’s sources. The context of the discussion is the aim of the British Museum, as
stated in their Governance and Principles document, ‘to hold a collection representative of
world cultures for the benefit and education of humanity’ (The British Museum, 2019;

Wanniarachchi, 2020).

Education through the objects and the display signs

Display signs are the primary means by which museums establish communication
with the public. The signs also contain information that is used to identify the object to the
public. The text on display signs is generally short and precise, however, signs enhance the
knowledge of the public, the key role of museums, and are a way of informal learning
(Perrot, 1997; Argyropoulos, et al., 2014). This creates a tension and each display sign must
balance the two, to achieve an engaging and interesting display while encouraging learning
and inquiry. An ideal approach is to engage with the object, have a hierarchy structure with
more details at the end, create a human presence (by using pronouns) and assume no
knowledge of the history of the object whilst using direct and accurate language and

combining elementary and obscure information (V & A Museum, 2013; Maina, 2015).

The Parthenon Marbles are recognised by the British Museum and the public as one
of the significant objects in the British Museum's collection. The popularity of the Parthenon
Marbles is evidenced in the allocation of their three different gallery spaces, all of which
contain display signs mostly commenting on the architectural history of the Parthenon
Marbles. Furthermore, a recognition of their intrinsic cultural value of the Parthenon
Marbles was historically evident with the custom commissioning of the room in the 1930’s,
as well as the design of the gallery space. The display of the Parthenon Marbles is the
inverse of the original way that they were displayed on the Parthenon, with the Parthenon

Marbles facing inwards to the centre of the gallery, possibly due to limitations of the space,
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architecture, listed status and loadbearing capacity of the building (Beard, 2004). Additional
information about the Parthenon Marbles is provided via display signs in the centre, with

further information provided in Gallery 18a and 18b (Beard, 2004).

The main source of exhibited acquisition information on the Parthenon Marbles is a
leaflet available in Gallery 18. Entitled ‘The Parthenon Sculptures’, it is a printed version of
the Parthenon Marbles’ webpage on the British Museum’s webpage and contains the same
information (See A9 and A10). Both the leaflet and the webpage follow the same format,

being divided into four sections.

The first section provides information on the background of the Parthenon and a
basic summary of the acquisition of the Parthenon Marbles. This section highlights that Elgin
was ‘acting with the full knowledge and permission of the Ottoman authorities’ but omits
the contextual and determining influences on the permission being obtained, for example,
that the British were victorious over the French and this impacted on the Sultan Selim IIl as
the British were gaining power. It also omits to mention the debate over the wording over
the firman. The second section of the leaflet considers the position of the Greek
government in terms of their request for repatriation of the Parthenon Marbles, possibly
provided due to the pressure from the Greek government’s campaign for the Parthenon
Marbles to be returned. The third section describes the position of the British Museum
within the repatriation debate and refers to the ‘location’ argument, highlighting the
trustees’ belief that the Parthenon Marbles location in the British Museum allows for an
interweaving and cross-cultural connection of different narratives and discourses across
civilisations. The final section of the leaflet looks at where each of the international
collections of the Parthenon Marbles can be viewed, that being in Athens, London or
temporary exhibits. This section mentions that the work begun by Lord Elgin was continued
200 years later by the removal of the sculptures from the Parthenon to their present
location in the Acropolis Museum, followed by further statements that the Parthenon
Marbles are studied and researched by an international community. The section on
temporary exhibitions highlights the British Museum’s loan of the lllissos sculpture to Russia
as a new way to study and interpret the artefacts. The provision of a leaflet diverges from
other displays within the British Museum in that handouts or leaflets do not accompany

other objects (See A4, A5, A9 and A10). It could be argued that this additional provision

22



demonstrates transparency in addressing the acquisition and repatriation debate, however
it could also be construed as justification for their legal acquisition of the Parthenon

Marbles.

The other key sources addressing the Parthenon Marbles’ acquisition history are two
of the display signs in gallery 18a (See A6 —A8). One provides a timeline of history of the
Parthenon. The timeline entry for the year 1801 describes Lord Elgin acquiring the
sculptures after receiving permission from Sultan Selim Ill. The language here is of interest,
as it implies that there were no issues at the time of the Parthenon Marbles’ removal. The
other display board, entitled ‘Lord Elgin and the Parthenon,” contains further details. The
language that is used here is crucial, in the section that states, ‘Elgin appealed to Ottoman
officials and was granted written permission to remove any pieces of Parthenon Marbles
with inscriptions, and figures.” Within the display galleries there is nothing present that
looks at contemporary views from Greece, minimal information about the position of the
Greek government and no mention of the meaning of the Parthenon Marbles to Greece and
its cultural identity. The display signs focus is primarily on the architecture and mythology of
the Parthenon Marbles and not the relationship of the Parthenon Marbles to modern-day
Greece. There is a notable absence of any post-colonialist focus on the ‘others’ /colonized
view (Ashcroft, et al., 2007) and the narrative effectively maintains the power and the

legacy of the British Imperialism (Rooney, 2019; Wanniarachchi, 2020).

The Rosetta Stone in Gallery Room 4 has four display signs with one dedicated to
explaining the provenance entitled ‘The History of the Rosetta Stone’ located on the back of
the display case (See A18- A21). This describes the destruction of Egyptian temples following
the introduction of Christianity; the use of temple rubble in the construction of new
buildings; the finding of the Rosetta Stone in 1799; and that when the French were defeated
the Rosetta Stone was ‘surrendered to the British forces as part of the treaty of Alexandria
in 1801’. It describes the inscriptions on the side made when the Rosetta Stone reached
Britain, and that within 25 years of the Rosetta Stone’s discovery hieroglyphics were
deciphered. This sign highlights that the Rosetta Stone was acquired as a spoil of war but
does not detail the conflict that occurred between the French and the British. Nor does it
provide concrete information on the Rosetta Stone to be transferred. The British Museum

holds a replica of the Rosetta Stone in the Enlightenment gallery, the sign for which invites

23



visitors to touch the Rosetta Stone and directs them to the original for further information

(see A23 —A26).

The Benin Bronzes’ acquisition information is presented in a display sign entitled The
Discovery of Benin Art by the West. The sign describes how the British discovered and
removed the Benin Bronzes from Benin City, as well as describing the British colonial control
over the city after they sacked it (Google Arts and Culture, 2020). It further outlines the
retaliation by the British against Benin City and mentions that the items were taken as
bounty by the British and sold on to cover the cost of their expedition (Google Arts and
Culture, 2020). The line between information and justification is finely balanced within this
display. It could be argued that the lack of inclusion of alternative accounts of the condition
of the Benin Bronzes when they were found, is due to lack of space (First Contact-
Civilisations, 2018). However, it could also be seen as a justification for their removal,
particularly as the sign space is used to highlight a positive outcome for their removal - ed
Africa’s artistic and cultural influences to flourish internationally (Google Arts and Culture,
2020). The sign goes onto mention that other museums in the UK and Europe bought the
plagues when they were originally auctioned. This could suggest that the British Museum
are saying that they are not alone in holding the Benin Bronzes, especially as it identifies
multiple museums (Google Arts and Culture, 2020). The same sign, however, is transparent
in its mention of the removal and the selling of the Benin Bronzes to cover the costs of the

expedition, and that the Benin Bronzes were plunder from the sacking of Benin City.

The acquisition history of the Hoa Hakananai’a is presented on two signs, one
located on the front and one on the back of the pedestal. The front display sign provides a
cultural and historical background to Rapa Nui people, the Birdman cult, and moai statues,
and highlights that the moai represent ancestors and ‘could embody their spirits’. This
display further discusses the provenance and unique nature of the Hoa Hakananai’a, stating
that the Admiralty gifted the statue to Queen Victoria, who then presented it to the British
Museum. The British Museum demonstrates that they recognise the gender of the statue as
an ancestor/person of male gender, referring to Hoa Hakananai’a with the pronoun ‘him’
throughout the display (See A50- A54). The second section of the display on the back of the
pedestal, entitled ‘How did Hoa Hakananai’a get here?’ is significant as it describes how the

statue was obtained. It discusses where the statue was found and that ‘Commodore Richard
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Powell decided to bring him to Britain.” The rather clumsy wording here, suggesting that the
statue was chosen and taken and not presented by the islanders to the crew as stated in
other sources produced by the British Museum (BBC Radio 4, 2014; MacGregor, 2010) is
problematic, as its inaccuracy could be read as denying the gender of the Rapa Nui. The sign
mentions one of the Rapa Nui describing the journey of the Hoa Hakananai’a to the boat;
the statue’s subsequent journey to England; and provides some information on the second
moai statue that came into British hands on the same expedition, the Moai Hava.
Furthermore, the Hoa Hakananai’a as a section titled ‘Hoa Hakananai’a today’. This
discusses the request for the repatriation of the Hoa Hakananai’a and the Moai Hava statues
and includes information about the Rapa Nui people travelling to the British Museum to
present offerings to the statue. The display also mentions that Rapa Nui is part of Chile. The
display also states, ‘In 2019, Museum staff travelled to Rapa Nui for discussions, and
dialogue with the community continues’ thus showing that the British Museum is engaging

with the possible return of the moai statue to Rapa Nui.

In contrast to the other case studies, the Papyrus of Ani is unique in that its display
signs do not provide any acquisition information, focusing instead on the funerary beliefs of
the Egyptians and how the Papyrus fits within and has informed that context (See A29- A35).
There appears to be an unwillingness to engage with the acquisition history of the papyrus,
and it is possible to conclude that this may be due to the Papyrus’s provenance as a black-
market acquisition. It appears that where the acquisition history is unclear or contested, as
with the Parthenon Marbles, it creates controversy which attracts visitors and that resulting
pressure means that the British Museum has to show some engagement with the objects’
contested history. However, information on the acquisition history of an object which has
been acquired by overtly illegal means, through the black-market, and smuggled out of its

country of origin, remains elusive (Argyropoulos, et al., 2014; Gazi, 2014).
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Education through technology
Recent museums closures due to the Covid-19 pandemic has meant that the online

British Museum experience is presently the only means of engagement available to the
public, via their webpage and social media channels. The British Museum, one of the few
world museums to do so, has digitised the majority of its collection in online databases with
entries containing artefact and document information. This section will consider these
webpages relating to the case studies, and where relevant, blogs, and Trustee statements

(Gazi, 2014).

Every section of the Parthenon owned by the British Museum is included in their
collection database online, however for the purposes of this discussion the contents of the
webpage the lllissos statue only will be considered (Number: 1816,0610.99, See A11-A14)
(The British Museum, 2020). It is interesting to note that the Parthenon Marbles do not have
acquisition information online. Standard across all the online Parthenon Marbles entries is
the phrase ‘Purchased from Thomas Bruce, 7t Earl of Elgin’ (The British Museum, 2020).

This is unlike the other case studies online pages.

This is inconsistent with online entries for other objects, however this difference in
presentation may be due to The Parthenon Sculptures British Museum leaflet in Gallery 18,
which is also available in webpage version, and a Trustee statement (The British Museum,
2020) commenting that the Parthenon Marbles belong in both the Acropolis and the British
Museum. Each museum tells complementary narratives about the Parthenon Marbles, one
against the backdrop of Athenian history and the other against the backdrop of world
history (The British Museum, 2020). The statement refutes allegations surrounding the
Parthenon Marbles (The British Museum, 2020). This includes ‘The Parthenon sculptures
now in the British Museum were stolen’ (The British Museum, 2020). This statement
mentions that Lord Elgin ‘acted with the full knowledge and permission of the legal
authorities of the day in both Athens and London’. It then goes on to say that the legality of
the acquisition was debated at the Parliamentary Inquiry and was found to be legal and
asserts the willingness of the British Museum to loan the Parthenon Marbles to the
Acropolis Museum in Athens. These two webpages attempt to demonstrate the openness of
the British Museum in both their presentation of the events that transpired and their

position now. However, the lack of balance in not providing the terms of the Greek
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argument for repatriation, although coherent, provides a one-sided point of view that does

not appear to allow room for future resolution of the issue.

Acquisition information on the Rosetta Stone object entry is provided under
’Curator’s Comments’ and within a blog section entitled ‘When was it found?’ (See A27 and
A28) (British Museum, 2017; British Museum, 2020) and states that after the treaty of
Alexandria was signed, the Rosetta Stone and other finds transferred hands to the British as
a result of their victory (British Museum, 2017; British Museum, 2020). The provision of this
information is open in how the objects were obtained (British Museum, 2020). But, again,
there is a failure on the webpage to mention any of the claims for repatriation of the
Rosetta Stone to Egypt or any allusion to the colonial conditions that bypassed the Egyptian
peoples’ part in any decision-making concerning the future of their heritage (British

Museum, 2020; British Museum, 2017; Waxman, 2008).

The Papyrus of Ani online entry contains minimal information, only citing the date
that the papyrus was obtained and who obtained it (See A36- 43). This reflects the same
issue of absence of information present in its display sign. This brings into question the
Musuem'’s principle of openness to fulfil their aims and mission. The British Museum’s
hesitation to address the illicit trafficking of artefacts in their collection highlights the British
Museums difficult relationship with Britain’s controversial and colonial past (The British
Museum, 2019; Argyropoulos, et al., 2014). The Benin Bronzes’ acquisition information is
presented more generously, with each of the Benin Bronzes covering two sections on its
online entry. The Curator’s comments give a general view of the object and its origins (See
44-46). The Acquisition notes provides the means of the acquisition, seizing, but avoids
relating the punitive nature of the circumstances leading up to it (The British Museum,

2020).

Similarly, the Hoa Hakananai’a the Acquisition notes section includes two brief
sentences on the acquisition of the Hoa Hakananai’a, with the wording ‘removed from the
original location during the HMS Topaze expedition’ (See A55-A57) (The British Museum,
2020). This provides little information on the events. In addition, the use of the word
‘removed’ gives an overly simple and negative connotation to the complexity of the
circumstances of the British obtaining the statue and adds to an inconsistency evident in the
display sign, the object entry, and in HOW100.
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Publications and Research
A major aspect of educating the public and a keyway to see the transparency of the

British Museum is through the institution's publications and research. This section will
explore The History of the World in a 100 Objects book and podcast series, which include the
Parthenon Marbles, Rosetta Stone, Benin Bronzes and Hoa Hakananai’a. The British
Museum Objects in Focus series will also be considered. This series includes editions on the
Rosetta Stone and Hoa Hakananai’a. Furthermore, this section will look at a selection of

current and past guidebooks.

The Parthenon sculpture of the Centaur and Lapith is considered in Chapter 27 of
HOW100 (BBC Radio 4, 2010; MacGregor, 2010). Although this section of the series focuses
on controversial and disputed objects, the majority of the information contained in the
chapter and podcast concerns the materiality of the actual sculptures and the mythical and
contemporary discourse depicted on the Parthenon Marbles. In the introduction there is
mention of the acquisition and debate, acknowledgement of the Greek call for repatriation,
and that the Parthenon Marbles stand as an emblem and a rallying cry for modern Greece.
The phrase that Lord Elgin ‘removed’ the Parthenon Marbles from the Parthenon, seen
elsewhere within the British Museum sources, is repeated (BBC Radio 4, 2010; MacGregor,
2010). However, there are no details concerning the acquisition, and the disregard for the
debate by saying that it overshadows other debates concerning the Parthenon Marbles (BBC

Radio 4, 2010; MacGregor, 2010).

Similarly to the Parthenon Marbles, Chapter 77 of HOW100 book focuses on one
Benin Bronze - The Oba with Europeans, Object Number Af1898,0115.23 (MacGregor,
2010). The podcast/chapter provides contextual information to the history of the Benin
Bronzes and Benin (MacGregor, 2010, p. 489). With transparency of the British Museum
most evident in one section of the podcast. This describes the start of the conflict, with
Philips going to meet with the Oba, and the consequent British expeditionary force’s
vengeance on Benin (BBC Radio 4, 2010; MacGregor, 2010). The source however provides
little detail on the events that transpired, although it is mentioned that there is a lack of
clarity in the evidence. This could be due to a lack of evidence existing and the lack of

testimonies from the chiefs that were executed (BBC Radio 4, 2010; MacGregor, 2010). The
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lack of discussion concerning how the plaque got into the hands of the British Museum, and
that the Benin Bronzes were looted from the palace and religious sites, demonstrates that
the British Museum does not paint a full picture. Information is omitted that could influence
opinion on the history of British involvement in Africa, and the British state and the British
Museum and that history, lacking the perspective of the colonized and continuing the legacy

of the British colonial power (Rooney, 2019; Wanniarachchi, 2020).

‘Meeting the Gods,” Chapter 70 of HOW100, has Hoa Hakananai’a as its subject
(MacGregor, 2010, p. 423). It discusses religious objects (MacGregor, 2010, p. 423). Itis
evident that the British Museum understands the role that the moai played in religion, as an
ancestral figure, referring to the (BBC Radio 4, 2014). The effort that it took to remove the
statue from the house is not engaged with, instead it states that the statue was ‘presented’
by the chiefs to HMS (BBC Radio 4, 2014; MacGregor, 2010, p. 455). This suggests that Hoa
Hakananai’a was gifted and not exchange as Objects in Focus series (Parkinson, 2005).
Overall, HOW100’s presentation of how the statue was obtained and its focus on the history
of Rapa Nui, though the topic is not the main focus of the source but does attempt to
display the information (BBC Radio 4, 2010; MacGregor, 2010). The use of different
euphemisms to describe the way the same object was removed is both confusing and shows
that they are not 'keepers of the tangible truth’ but instead continue to be complicit in the

colonial legacy of the past (Wanniarachchi, 2020; Perrot, 1997).

Chapter 33 of HOW100 focuses on the Rosetta Stone (MacGregor, 2010). Whilst
considering the Rosetta Stone’s hieroglyphics; the invasion of Napoleon’s army into Egypt;
and the British win against Napoleon, it discusses the provenance and discovery of the
Rosetta Stone and the handing over of the Rosetta Stone to the British under the Treaty of
Alexandria. The source also describes the graffiti on the side of the Rosetta Stone. The
information provided concerning the acquisition, although not fully detailed or debated, is
positive, and does shows transparency the British Museum tries to achieve through the

book section.

The Objects in Focus series covers the Rosetta Stone and the Hoa Hakananai’a. The
transparency of the British Museum can be clearly seen in these two books, as is evident in
the coverage of the objects’ provenance, and this series is the most comprehensive of the
sources in terms of an acquisition context.
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It details the proceedings from the discovery of the Rosetta Stone to the capitulation
of Alexandria and details of the handover, when General Menou attempted to keep the
Rosetta Stone (Parkinson, 2005), before further clarifying the confusing accounts published
by the participants on the handover of the Rosetta Stone (Parkinson, 2005). In terms of Hoa
Hakananai’a, extensive acquisition information is provided, including the background to the
history of the island and statues, and the arrival of the Europeans and HMS Topaze (Tilburg,
2004, pp. 25-39), and there is an openness about the events that transpired. The story of
the acquisition is explained at length in three sections. Compared to other British Museum
sources which deliver a single element of a complex and hidden narrative, the Objects on
Focus series provides details of a number of sources to describe a timeline of events,
including writings about Hoa Hakananai’a journey and Sketches of where they found him by
Dr J.L. Palmer, and Lt M.J. Harrison and Commodore Powell from the crew of HMS Topaze
(Tilburg, 2004). However, the account of events given by the British Museum is one-sided,
telling the British side. This may be for a multitude of reasons; one of which could be the
limited number of sources from the people of Easter Island. Both sources use language to
construct a colonising narrative, concealing the ethical issues behind obtaining the case
studies, thus maintaining the power and the legacy of British Imperialism (Wanniarachchi,

2020; Rooney, 2019).

The current guidebook is an important resource representing the British Museum
and another primary means of educating the public and covers all of the objects except for
the Papyrus of Ani. Although not key for a guidebook, there is little to none acquisition
history for the objects, with only the Hoa Hakananai’a given a brief location history, and
there is no mention of any debates over the acquisition and repatriation of the case study.
The lack of acquisition information could be due to the type of source, as a guidebook will
provide a brief window into the British Museum’s collection and would therefore not
necessarily include details but just a brief statement to show that they acknowledge the
debate. In comparison to the other case studies such as the Benin Bronzes and the Papyrus
of Ani, where there is no mention of the artefact at all, shows that that the British Museum

acknowledge the status of this object to their collection (British Museum, 2006, p. 117).

Similarly, to the current guidebook, the 2003 guidebook only acknowledges the Hoa

Hakananai’a acquisition, referring to the statue being ‘excavated from a sacred house in
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Rapanui in 1868’ (Reeve, 2003, p. 66). This suggests that it was carried out by
archaeologists, i.e. trained professionals that took archaeological data and drawings (Reeve,
2003, p. 66). This description suggests that the British Museum at the time had no sense of
controversy surrounding the removal of the objects in the collection (Reeve, 2003, p. 66).
Though this was published before the claims for repatriation it shows how ignorant the
British Museum is towards its own colonial past and that it took pressure from outside the

British Museum from a foreign governance to see the past.
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Conclusion
Overall, there is a degree of transparency from the British Museum in their display

signs in certain aspects of their exhibition and display, although this transparency becomes
more opaque with particular objects. Acquisition information in the display signs is
presented usually as a singular narrative and is less reflective of nuance and divergence
from that dominant voice. Certain aspects of presenting acquisition in the exhibitions and
display are emphasised and others omitted. In particular this appears to be the case when
those artefacts’ acquisition is controversial and draws attention to the British Museum.
With the Rosetta Stone there is an ambivalence demonstrated towards the history of the
acquisition. The Hoa Hakananai’a display provides more detail and moves closer to the ideal
approach suggested by the V&A with the signage highlighting the British Museum’s current
engagement with negotiations for the repatriation of the statue (V & A Museum, 2013). This
is similar to the increased engagement the British Museum shows with the Parthenon
Marbles display with the leaflet clearly acknowledging the repatriation debate. It is likely
that the repatriation calls from the Greek Government and the expectations of visitors have
pressured the British Museum to engage within its signs and other communications. The
display signs for the Benin Bronzes show that the British Museum have acknowledged their
responsibility to inform visitors of the acquisition information, however the shallow nature
of their narrative and their justification of some aspects of the acquisition weakens the
British Museum’s aim to provide the collection for the ‘education of humanity’, instead
leaving it open to accusations of being the keepers of ‘glorious looted treasures’ (The British

Museum, 2019; Wanniarachchi, 2020; Gazi, 2014).

The British Museum’s online database entries show inconsistencies towards the
acquisition information and lacks detail. This is highlighted in the online entry for the Benin
Bronzes where the British Museum directs the controversial history of the acquisitions away
from the British Museum to the actions of the British government (The British Museum,
2020). The omitted information from the section may provide the reader with a different
impression of the plaques’ acquisition (The British Museum, 2020). A lack of transparency
online is further shown on the online entry for the Papyrus of Ani, with only the name of the
collector and the year of acquisition provided. The Hoa Hakananai’a entry shows a similar

lack of acquisition information.
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The aim of the publications and resources produced by, or in partnership with, the
British Museum is to introduce the objects to the public and to provide education on them.
The transparency of the British Museum towards acquisition information is seen more
positively in the Objects In Focus series with a greater level of detail for the two included
artefacts. HOW100 series shows willingness to acknowledge and engage with acquisition
histories, and has transparency, but not much detail or depth in its discussions. This is seen
consistently throughout the dissertation in reflections on the resources produced by the
British Museum, in the lack of discussion and detail in the online collection database and in
the HoW100 book and podcasts, and this calls into question the principles of the British
Museum in terms of its objectives to educate and inform ‘humanity’ about the history of the

objects in their collection and the object’s context (The British Museum, 2019).

The British Museum is making attempts to be open with the acquisition history of
these objects but the presentation does not meet the challenges of contemporary demands
of an emerging post-colonial culture. It is important for the British Museum to have this
discussion as this is the direction of travel, as is evidenced by French President Macron’s
report on the repatriation of African artefacts and the increase of attention on racial and
colonial oppressions driven by the decolonisation movement and the Black Lives Matter
protests. Although this dissertation does not focus on repatriation, it is directly linked to the
acquisition history of objects, and the avoidance of information or challenging of acquisition
histories signifies the reluctance of the institute to move forward into the 215 century. This
is in some ways institutionally understandable. If the British Museum were to begin to
openly and honestly acknowledge acquisition histories, they could be opening the door to a
mass repatriation of objects and an emptying out of the Imperial and colonial museum of
the past. Despite this anxiety, the British Museum could work towards demonstrating to
visitors, through their display, online information and new publications, that their exhibits
are not ‘objective’ and that any interpretation of their collection is subjective, open to
guestion and debate and is filtered through a political and cultural historical with many
perspectives and histories (The British Museum, 2019; The British Museum, 2019; Gazi,
2014). The British Museum’s strategy ‘Towards 2020; the British Museum’s Strategy’
identifies that "histories must be told by many voices (The British Museum, 2019). The

British Museum must be a space in which contested readings of history may be heard and
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discussed (Gazi, 2014). This positive statement implies an acknowledgement and a
willingness to move forward in presenting the voices of the colonised, and is to be

welcomed (Gazi, 2014).
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Appendix

Al- Image of one side of Gallery 18, holding the Parthenon Marbles

A2- Image of Gallery 18a.
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A3- Image of Gallery 18b.
The Parthenon
Athens, 450-430 BC

The Acropolis dominates the skyline of Athens today as it
did in ancient times. This sacred rock and .\s buildings
include the Parthenon, a temple that once contained a
colossal gold and ivory statue of the goddess Athena.

The outside of the temple was richly decorated with marble
sculpture carved with figures from Greek myth and idealised

Athenian life.

The statue of Athena is lost but much of the external
sculpture has survived. Largely divided between London and
Athens, these remarkable portrayals of human form have
transcended their ancient past to become a representation

of humanity itself.

Their display in the British Museum, from 1817, transformed
the understanding of ancient art and provided inspiration for
artists, designers and architects.

These types o sculatars
Gucorated The Puthenon
pedment scuphues
{carved ul the way round),
metcses (hghereid), wa
= frexs Gowerele)

The Parthenon on the
Acropoiin

e

A4- Ptl of Image of the main sign in Gallery 18, which holds the leaflets.

o 1 Alarny Shoes Boce:

43



The Frieze

The Parthenon frieze ran for 160 metres around all four

sides of the temple. It captures the spirit of ancient Athens
at its best.

Traditionally Greek temple sculpture draws its stories from myth,

Three types of sculpture but the Parthenon frieze breaks with tradition by taking its
decorated the Parthenon: subject from Athenian daily life. Men and women, young and ald,
pediment sculptures soldier and citizen take part in an annual festival in honour of
S:::);Z:g;gi:’;{eg":ﬁ; Athena. Dressed in their festival best, they parade before the ——
LA i gods. This is the image of Athens that statesman Perikles and Large print guide. Please n

his master sculptor, Pheidias, set out to immortalise, The frieze is
a masterful achievement. Its shallow relief conveys an illusion of
depth and motion.
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A5- Pt2 of Image of the main sign in Gallery 18, which holds the leaflets.
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A6- A display sign, located in Gallery 183, titled ‘Lord Elgin and the Parthenon’.




A7- Display sign, located in Gallery 18a, part 1.
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A8- Display sign, located in Gallery 18a, part 2.

47



Bio'wnasnwysnuqBolq

Je punoj aq ued

$8.4n}d|nas )| pue uouayueq
3U} INOGE UOHBULIOJU BN

16'wnasnwsijodosoeay)
1e Kiojsiy swnasnpy stjodoloy
AU} noge Ino puly ued NOA

Bio'wnasnwyspug 1isia
'210W Mo 0} ) pjnom noA

"aInydinos )1 pue uouayueY au} Jo
Goysiy xajdwoo ay) Buipueisiapun 104
uonewojul Aoy sapiro.d Jualwndop
siy| uoissnasip 2ignd jo pslgns e
uaaq Buoj sey pafe|dsip aq pjnoys
uouaypie oy} woly sainjdinos
Buains ay) asaym jo uonsanb ay)

saindinas
uouayued ayy

WNISNA]

ysnUg 1L

B/ WrSSTYY SNG4 10 BRI L O
OAE 81OM uopuoy

1984 |essny 1eai

wnasniy ysnug ayL

'doys HOOF WSS YSHUE Suy)
Ul BjqeyIeAE @ie SBYI0 pUB S| asay]

(GL0G ‘504 wnesniy ysiug) susjuar u)
v ¥oa1D Jusiue ul Apoq oy :Anwaq Bujuyeq

(E107 "S5 WNIsN usiug) PIeRnS pueq
sijodoisy ay) uo
SOI|0g PUE JOMOd UoUBYYEY

(1L0G S50y WNBsNy YSRLE) SuMuap Ue|
PUB NOPIULEOY BB ‘SRINOE SOqUIBIRIEYD)
PaloIsay sjjodoidy

(6002 'sseld wnasniy ysiug)

UOLOW SjEy pUB SUpUe ey

sandinos sy pue ojdwoy

HP2ID JUBIOUR LB ~ UOUBILIRY Oy} B40jdx]

(ZD0T ‘S50 wnasniy Usipg) subjuap uey
wnasny ysnug ay uy
Saumd|Nog uousyueg ayy

{9000 'staiy wnasniy ysqug) sunjuar ue)
wnasny ysiuug o ul
2UMAINOS S| PUR ANPIYYIIY HOID

(200 '91yoid) preag Ley

uousyued ayy

(8661 ‘ssaig Aysiaaun poopQ 'po pig)
ARID 1S WRIIM

S9|qJap aYy) pue uiB|3 pioy

(VBB Ssaud Wsni YsHg) Supusr ue|
8z814 UoUBYUEY BY)

Bujpeas Joyung

whmyo jo a9y wnasny ysuiag ey w agad

ayy 0} Aeidsip uo uaaq sheme asey saunjdnos

Sy) uay SouIg eauspuadapu Jof :B6ngs

By} pUE 803315) USPOW JO SJUBNGRYU) By} Jo)
Ayredus sp un juswenow sus|eyiud au) pandsul
1 'BLIG BLIBS B 1B DYIUM B2891E) JUSOUE JO

anoy oy} L sistudpal pabamnoous Logy Buuds
woyy saunjdinos auy jo Aejdep ongnd ay) wnasnw
Lmodwa; suibg pion v 208t wouj ueas 181y
am A3y} ‘LI BL Ul WINSSHN USTILIE DI T8 MOYS UO
juam A3y} 21036 UONESIND %8955) JUIDUE 10§ PBY
Apeaue JuswusiyBiug veadoins ay) ey preBau
yBiy sy pajowcsd 3 ‘315e; pue pe Jo SEapl wajsam
uodn uoissaiduw punojoud v ayew o} sem uopua
Ul [PALIR 2191 | 'wiejg 0] saunjd|nas ay) papodsues
DUE B %3310 JUaiue Jnoqe sjeuoissed sem

b3 pion) “jiesy Bupung sy woiy pue suins uayey
Yy} woy saundinos Buewas ay) o ey Jnoge
PBAOWaI ‘SBRNOYINE UBWOR() By} JO uoissusiad
pue abpemow |0y oul uym Bugoe ‘axdwsy
uRWORQ Ay} 0} Jopessequie ustiug ay} 'ubg pioy
GOBI PUR |08 USSMDE PAUIBILIG) LUOGRIOIBP
eamdinas euiBuo sy jo ey 1noge Auo pogl g

BINONYS 8Y) 0} paycene-al

8q Jarau pineo sainyd|nas Buwains ay reys
paasBe are opmppom sisiBojoseyosy ‘aouls sane
uini w uaaq sey Buppng ay| saimdinas Buuewa:
ay 4o uoruod afise e pafosysap pue 1o Joo
Maiq uorsoydxa abBny v 1035 Jepmodunt © se
PASN SEM JI3SH UOUBULIEY 34} 4801 Ul SUBHBUSA
ayy Aq sBais sapun sem 412 ay) By YNy B
O} PEHBALOD SEM UOUBYUEY 4} UBUM 00G QY
punce pa.indoo 550y rofew jsiy ay) ‘seuNUS By}
{0 asinoo ay) /a0 pabewep yanw saindinos ay
pur pasaje sesm Buiping ayy ‘wini eaBoperyam
ue Ajeuly pue ‘anbsow & uay) ‘sueiuayly sy} jo
Asegy LBIA 24 J0 Y210y 3 Seak PUESNOW) € J0)
sem §f ‘Buayly ssappoB xaeug) ayl o} pajeapep
sjdwe) v se 0Be sieak Qpg'z Aueau Jing Kiojsy
odwod puw Buo| © S8y SUBYY Ul uoUIYURY BY|

LUOpUOT 0} 3Wod sainydjnos ayy
PIP MOy pue uouayued ayl s| ileym

A9- Side 1 of the Leaflet.

48



‘PO B U0 poedus S)) 0SIE ING UBWBAIIPIE
H@@1E) [ENSSE|D BY) AUO J0U SIBURLNY| Of WiE

S0l SE YONS S8AGEIIY| 'Seoaidis|sEw JUBDUE
osay; Ag paIUeN|UI SBM JOJd|INDS [BAIPR) i MOY
Buimoys 'vonigig (eads © ur uipay asnBny

Aq syom apisBuole padegsip asam saumdinos
UOUDLUES DY) JO BWIOS §10Z U] SWNISNW IBRO
Wy pamosoq ssoaidisisew ypm aisbio) aw|
1SH) BY) 10} UMOYS d5am ABy) als e yeeu)
weue ur fpoq oy Aineeq Buiuyeq LoGIgIYxe
(eoads swNasny YsuLg oyl Ul paIniEa) Biam
samdjnos uouayliEy 18140 pue SOSSI| A4 GIOZ |
UOREPUNO) SWINASNIL [BY) JO AIRSIANUVE I0GT
au) wiew 0} 'p|0Z v ‘Bingsiajag IS wnasnjy
sbieywsan 21€IS aUl Ul paguyxe sew sossy| poli
~18Ay By} o aumdinas sy Jds siy) ) ayqssod
se Klepim se woy) aseys o} pue 'soinjdnos
uoudYLEY 01y judiatul pue Apris o} skem

MaU YOaS T} SANLHUOD WNASNY ysug ayy
suoiqyxe Arsodws) Ul sauMdinos uouayued

Afiojouyos; Bubew eoads

10 uonesdde sy Yy BpEWw Useq arey seINIdNIS
@} U0 JN0{OD PaIddE JUBIDUE JO SUAMIDSIP
U808y ABNSUBID UDJBOSEI UMO S)| JO SYNSDI BU)
paysiqnd sey WNBSNY 541 PHOM 3y} JO SN
BY) U 0! ) PUR FNYND %D JUIDUR O YOg
Bupurisiapun ajowold 0} ‘SiBOLRSs JO Aunwwod
[EUOGBLLIEIUI B A poaydieasal pue paiprs Alanyoe
8.2 puE aouapne puom € Aq uses ase Say) BieH
4481 8ours wnesnpy usug o wi fedsip agnd
juauewiad uo usag aney ‘sajgiey wib(g, ey se

0} PALIBJR) SIS 'LOPUOT U| SANIAINDS |
UopUOT Ul SAUIMA|NDS UoUBYUR

5j08lgo wnasnw

BU0IIG MOU AARY SAINIGINIS LOUBLIRY BU) ||@
pue ‘obe sseaf 00z wBI3 pio Aq unBag ssa00xd &
paiadwo sny) aney Loy ‘wnasny siodooy ay
0} UOUBYLIEG By} WOy sBIMdNIs RIS yde By
IE PEAOWS) SBHUOLINE #BBIE) 3y} YoM Sily jo yed
sy Buobuo 31 'sg61 9§ v unBeq ‘spUBWNLOW
s1jodoidy dyl jO UoneI0}5as 0 dwweiBoid ay|
suayly uj saimdinds uouayued

YN ul yayoidiie ay; pue

‘Banquinga vl wnasnpy Apsianun syl ‘Buuein u
WNBSNKY SBYISLIOISIYISUNY oy 'veBeyuadoy Ul
WNesSnpy [BUOGEN By} ‘SWNOSNY UEDGEA ‘suty

1 iano) np agsni ayy Buiprul ‘swnesnu
ueadaing ofew ayio /q play osie aue sadald
JuepodiW| ‘UOPUDT PUB SUBLIY UBSMAQ PADIND
Arenba Aubinos ase saimdinos sy) jo Auolew sy

LU89S 8q UOUBYLE] B} WO}
sainjd|nos BulAIUINS By} Ued aJaYMm

1B wnasnws|jodosoeay)
pue BIOWNSSNWYSHUG |2 DUNGL 3G ued
Acysiy sy pur vouaylE B IN0qE BION

a0eai juanur jo Aeba) esianun

2y} Buiye pue unjm pPom o) 3ouralpubis ey
BugubiyByy ‘saumdinas Buwans ay) inoge pot

aq 0} sau0s AEjusws|dwod pue Juassiip smoje
s8ndiN0s LoUSYLIEY 8Y) JO SUOGEDO) JUBLIND Syl
8y} PEOUIAUCO WIBWSS S89)sNI| By | Sauepunog
[einj|nd puadsuel pue sBejuay paseys souclians jo
ed am saumdinas Ay JRY} WNRSNY YSha au) jo
S3B|SNUL 3] JO MW Y] J3)(E Jou sa0p Aejdsip Syl

K10jS UBRIBYIY PUe Y3319 Juaue JO daipxoeq
Yyl jsurebe pajeudde 8q 0 suayly w saundinos
UOUBYLES BY) SMOTE Wnasny siodasy ay)

PWOY pue Bisia jah63

£|eadsa ‘paiajunooua §1 SUOTESIIIAD Iayo

) Ag paousEn|jul sew pug PAJUSN|U| 393310
aur moy o syybisu uieb osie Aay <Beyp
10 aay) — sead s sainjdinas ay) jo fnesq sy
QUNUPE PPOM By} PUNOIE WD SIO}(SIA JO SLON|IKY
SUBLJY JUGDUR JO DINYND B4} jO UogBURsaIdEas
JuEpodus ue B SIS UoUDLLES L)
"U04I9||03 paja|RIEdun Sy) JO PBJU0O Bl LI

WAL UBIM}BY SUODaUL0D

Byl 8,015 PUEB SSIUBP| [BANYND BUILIEXD-

01 91gnd SPUOM DY) SMOFE LS00 By} JO

Yidap PUY IPEAIY DU POV B 10} BUNOSE
anbwn e st wnasniy ay) ep uasaid ayj mun
Kojsejaud woup puom ay) 1noyBnoiy) uawassepe
|RanynD J0o A0S SUG SJIS) WN3SNY YSuUE 34l

Juopisod
S, wnasniy yspug ayj st jeym

‘saunjdnos auyy o) apy 2ha)

SIVNSMIL WHSSHIN YSHLE 3U) pandsip osje
SeY juawussnol #3819 &y | wnasnpy ysiug
2y} U saindinos vouLeg By} 1€ JO Susyy
0} [eA0ws Juduew.ad ay) Jo; penBie arey
spuawuwsanob eei 'spge| Aee oyl adug

{10} pa)ise
JuaWuIBnoB 3ealn) ay) sey jJeym

A10- Side 2 of the Leaflet.

49



[It e B e - - ———— Lo | 5 i

s © @ britehmusesm,ong foaliection ot ” & a® »5 0
@ Faotasy Promiar o, 8 Michas! Fh Prssen.. [] Weloome o Facebo.. [ Blectronias, Car, P Doctor Who Thitss.. f) Famtaiy P Lo, @ Useshczount B 8 0 » | [ Cherooks

statue; pediment

Object Type
status

Museumn number
1816.0610.99

Title
Sarles: The Parthenon Sculpturas

Description
Mar
Astica,

= from the West pediment of the Parthenan (West pediment A, The West pedment ver the lard of

awed the mythical corest between Athena and Passidan for supremacy

clin

This ie a figure of a ing naked man, made from a single piece of marble, who appears g if caught in e aclion of raising himesil. He would have originally supponed his weight on bis el

nand and Ie poksed 85 I UMING 1o Nis M. A Bece of drapsry Nangs over his Iaf arm and 1en TIows on e grouna Behing him 1o fse over his Nant knes. Tha nesd, 16N nand, nan am and hand,
part of his right leg and laft foot are These par o already m ¥ the b of y made a drawng in 1674, The figu inthe far left comes of the podiment, looking
| il in the corner angle of the pediment. The hack of the statue is finished in

the centre. The pos g dlatal, considering it would not have been seen

ance

vas in place in the pe

The slatue is theught 1o repressnt the river-god lliescs, a stream i
Eridanos and Kephisos,

0000

ahene, shawn ag il rising from ater oo the riverbank. Cther suggeeted identilications are other Al

enian stiegms,

A11- Screen Shot of the object Website for object 1816,0610.99, Part 1 (The British Museum, 2020).

S~ o o
ln ot | Brtinh hsmeu: 3 oy — - m r———— o2 | .
« @ bitehmuseme It > # RN -]
B Apes i Favtin Prasierle. 8 MichasiFich Pssen.. [] Welcome I s, o i o Tt & Lien v @ e o ] @ HeT @ - ee—

Producer name

Designed by: Pheidiss

Cultures/periods

Clagsical Graek

Production date
433BC-2328C

Production place

Matarlials

marki

Dimensions
Height: 81.28 centimetres (max)

Depith: 58 centimeires e ° ° °

A12- Screen Shot of the object Website for object 1816,0610.99, Part 2 (The British Museum, 2020).
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Mugsum (304.4)
of Gresk and Aoman Antiquities, Ertish Museurn [pp.119-120)

lptuire in the De
Bythanon .1

Choremi-Spetsier

Location
On cispiay (318}

Exhibition histary
Exhibited:

2015, 6 Dec-18 Jan, State Hermitage Mussum, 51 Petersburg, 250th Anniversary Exhibition.
5 dul, The British Museum, Defining Beauty: the bod

ln... — — L [—— | 5
& Senfat 21506 % h® » 59

Associated names
Representation of: MESOE (ROSSIDN)

Acquisition name
Purchssed from: Thomas Bruce, Tth Ead of Elgin

Acquisition date

1816

Department
Gressk and FRoman

Registration numbser
1816,0610.99

Conservation

A14- Screen Shot of the object Website for object 1816,0610.99, Part 4 (The British Museum, 2020).
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Al15-Image of the Rosetta stone display case in Gallery 4.

The ke
Egyptia
hierogl

52



A16- Image of the Rosetta stone display case in Gallery 4.
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* .

A17- Image of the back of the Rosetta stone display case in Gallery 4.
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What IS the
Osetta Stone?

The Rosetta Stone carries an inscription in
different languages which helped decipher
the ancient Egyptian hieroglyphic seript
It is the only surviving fragment of a larger
stone slab (stela) recording a decree on
27 March, 196 BC.

At the top the ncpa:_ wiitien i herog
the traditional SCPt 0
then a&read;,' a0 “T' -r:af
the same decree '\‘;fj,,
ayeryday scrpé Lrn;»ht;'»e st
gtom in GrE=t
the boxmer',
govem ¥ P
avol was Ve
time EQYF -

Lthis V" e wa
ad e

n “-
alemy

[

B

A18- Image of the display sign titled ‘What is the Rosetta Stone?’

55



s

-ypt by the British Army in 1801'a
by King George III'. Copies of the |
were circulated internationally to sc
within twenty-five years of the Ros ¢
discovery, the hieroglyphic script was

MEOITERRANEAN SEA

Flwerat Featta)
Aesandrae *
Sl (B wh lagar)

*Caen

A19- Image of the display sign titled ‘The History of the Rosetta Stone’.
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Egyptian hieroglyphs were first used
around 3500 BC and fell out of use at
the end of the fourth century AD. After
this time, all knowledge of how to read
them was lost.

M&wmved!odwphev
Mmmptmbecme
heroglyphic signs look kke pctures, they
Rssumed that a3 heroghyphs were images
econing deas without language in fact
recorded the anc _‘,y: / i,
With & mirtyure of '.r_-‘.‘:_{;?'mld )
PERE® S0rs. For examote e
Egrotan word for cat i

BI04

312

- Ve ancent

Wt

™ .

™
® fens
e Tent o
N
- T
w (™
® word

A20- Image of the display sign titled ‘The writing of ancient Egypt’.
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Demotic

A21- Image of the display sign titled ‘The key to Egyptian hieroglyphs’
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A22- Image of the crowd surrounding the front side of the Rosetta Stone display case.
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A23- Image of the replica Rosetta Stone, located in the Enlightenment Gallery.




A24- Image of the left side of the replica Rosetta Stone, with the words ‘Captured in Egypt by the
British Army in 1801’".
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A25- Image of the right side of the replica Rosetta Stone, with the words ‘Presented by King George
.
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A26- Image of the display sign for the replica copy of the Rosetta Stone.
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I
Museum

Object Type
el

Museumn number
FA24

Title
Okjeet: The Roestta Stone

Description
Part of grey and pink granodiorite stela bearing priestly decres conceming Prolemy V in thies biecks of text; Hieroglyphis (14 Ines). Demaotic (32 lines) and Geeek (54 lines],

Cultures/periods
Plolemaic

Production date
19680

Excavatorfield collector

Excavated by: Pisrre Francois ¥avier Bouchard

A27- Screen Shot of the Rosetta Stone website, part 1 (The British Museum, 2020).

< [+

Findspat
ExcavatedFindspot: Fart Saint Julien
Adriza: Egypt: Lawer Egypt: Nile Defta: Riashid, <l-: Fort Saint Julien

Materials
granodicrite

Dimensions
Length: 112.90 centimetres (max)

Inseriptions
Inscrption type: Inscription

Ins

plion seript: hisroglyphic
Inscription note: The inscription is 2 deoree passed by @ council of prissts, one of a series that afirm the royal cult of the 13 pear-okd Prolemy ' on the fist anniversary of his coronation.

Inseaption type: nsoription
Inseniption seript: Dematic

Inscption type: inscription
Inserption language: Grosk

Inscription subject

commemonative

Curator's comments
Compass taxt

A28- Screen Shot of the Rosetta Stone website, part 2 (The British Museum, 2020).
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A29- Display sign on the Book of the Dead located with the Papyrus of Ani.
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A30 — Image of Papyrus of Ani section EA 10470/6 on display.
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A31- Image of display signs identifying the papyruses, including EA 10470/6.
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A32- Close up image of the display sign on EA 10470/6.

A33- Image of the Papyrus of Ani section EA 10470/7 on display.




ifée Tutu playing the board-game
pin the afterlife; the ba-spirits of the

perched on the facade of the tomb;

g sun on the horizon between two
'bohsmg ‘vesterday’ and
w'; the benu-bird (heron), a

on of ghe sun—gbd the mummy

A34- Image of the display sign with details on the Papyrus of Ani section EA 10470/7.
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A35- Image of the papyrus of Ani section EA 10470/33.
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papyrus {

Object Type
SENTUS

Museum number
EA10470.8

Description
Book of the Dead of Ani

me 6 full calour vigneties: red borders. Spell 1 continued: epell 22 and rubric of spall T2,

Cultures/periods
1#h Dynasty

Findspot
Excavated Findspot: Tomb of Ani (Thebes)
driea: Egypt: Upper Egypt: Torb of Ani (Thebes)

Mataerlals
pagTus

— - 000

Length: 61 centimeties (frame)

A36- Screen shot of the Papyrus of Ani website section EA 10470/6, Part 1 (The British Museum,
2020).

ithata inchids : True Seribe of the King; His Baloved Seribe Reckoning Divine Dfterings of All the Gods; Dverseer of the Double Granary of the Lond of Tawer
Titiss epithets includ

: Lady of the House: Chantress of Amun

Inscription sutject

Curator's comments

lames in Cavies

Colour and Painting {2001); 141-67, col, pL4d [1],

Tesasenko, Mykola, 2096, Studies on the vigreties I
100,

" chapter 17 of the Bock of the Dead. |, The imags of mé.w Bdst in ancient Egyplian mythology (Srchasopress Egyplology 1), Ouford. p.

Bibliographic references
Quirka 1 T ot funerary papyn in the British Museur (24)
Joumey through the aftedife: Angient Eqvptian Book of the

ead (fig.28, no.33)
pisraphic resouces (134357)

eryslos / A ry portal of

Location
On display (362

Exhibition history e ° ‘ °

Exhibited:

A37- Screen shot of the Papyrus of Ani website section EA 10470/6, Part 2 (The British Museum,
2020).
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Exhibition history
Exhibited

2010 4t Nov-2011 Eth Mareh, Round Reading Reem BM, Book of the Dead
Condltion

Papyrus Sunvay:
Caondition Details:

Digplayed in Room 60 until 1987

Mount Detais:
Sandwich: glass

Binding: Firneplast T seff adhesive fner tape

Objaet Priceity: B
Mount Frionty:

View more @

Associaled names

Named in inscrption: Aal
Narmed n rcertion: Sty el - Q0O00
Representation of: Anubis

A38- Screen shot of the Papyrus of Ani website section EA 10470/6, Part 3 (The British Museum,
2020).

Associated titles
Associated Tite: Book of the Dead

Acquisition name
Donated by: Sir Emast A T Walis Budgs

Acquisition date
1838

Departmant
Eqypt and Sudan

BM/Big number
EA104T0.8

Registration number
1888,0515.1.6

Additicnal IDs

Miscelancaus number; Frame &

A39- Screen shot of the Papyrus of Ani website section EA 10470/6, Part 4 (The British Museum,
2020).
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@ HenT @

papyrus

Object Type

BpYTE

Museumn number
EA10470.33

Description
Book of the Dead of Ani; frame 33: full colour vigneties. Spell 42 rubriec; spell 155; spell 155; apell 200; epall 166; epall 151 (start).

Cultures/poriods
th Cynasty

Findspot
Excavated Findspot: Tomb of Ani (Thebes)
Africa: Egypt: Upper Egypt: Tomb of Ani (Thebes)

Materials

- 0000

pairitad

A40- Screen shot of the Papyrus of Ani website section EA 10470/33, Part 1 (The British Museum,
2020).

[ ]

Curator's comments
Published:

Andrews, Amulsts of Ancisnt Egypt [1964): fig 63

5 from chapser 17 o the Book of the Dead, |, The imaga of ms.w Bdét in ancient Egyptan mythology (Archacapress Egyptology 16}, Oxford, p.

Tarasenka, Mylkola, 2016, Studies on the vigr

Bibliographic references
Quirka 1993 / Qwnarg of funarary papyr

the Brilie Museurn (24)

Talor 2010/ J Shrough the aftedite: Ancient Egvptian Book of the Dead ina. 59)
Irismegistes { An intendisciplinary portal of ng epigraphic nesourzes (14
Location

On display (G82/dc24)
Exhibition history
Exhibited

2070 4t Nov-2011 8th March, Round Reading Reom BM. Book of the Dead

Condition

Paspyrus Surve,

A41- Screen shot of the Papyrus of Ani website section EA 10470/33, Part 2 (The British Museum,
2020).
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pprus :

Object Type &
prpyns

Musaum number
EAIOTOT

Daoseription
Book of the Dasd of Ani; frame 7: fual colour vignemes: red borsers. Spall 171, 1-35.

Cultures/periods
1sth Dynasty

Findspet
Excar

Fr

meaFindspot: Tomb of Ani (Thabeas)
Egypt: Upper Egypt: Tomb of Ani (Thebes)

Materials
pagrus

Dimensions

Langth: 1.30 cantimatres frame)
Width: 42 centimetres (frame)

A42- Screen shot of the Papyrus of Ani website section EA 10470/7, Part 1 (The British Museum,
2020).

[n apyrun | Sritich Museum x  JR pepyrun| etich Museum x M pamrw | Britnh
@ @ britehmuseumang ooliectionjobject¥_EALO4TE-7

Bibliographic refarencas
Quirke 1993 / Owners of funerary papyri in the British Museum (241

Taylor 2010 ¢ Joumey through the aftedidg: Ancient Egrptian Book of the Dead ino.
Trismegistos / An inerdisciplinary portal of and spigrphiz resaurs
Location

Not on display

Exhibition history
Exhibitect

1. Carrmarthen Museam. A son of Luxor's

ar, South Flarida Seience Mussum, Imhotep’s Egypt: Disc it Egyptian Technology
ypotian Technology

rv. Iminotep's Egypt: Discovering Ancéent Egyptisn Technology

e dr. | Visdle Charite, Jouer dans I'Antiquité
2010 41 Now-2011 §th March, Round Rsading Roormn B, Book of the Dead

View loss @

Condition

Pigment: faded, friable °
Bached: brown paper

Checkad 1or loan USA 1988

A43- Screen shot of the Papyrus of Ani website section EA 10470/7, Part 2 (The British Museum,
2020).
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plague

Object Typa
plagus

Museum number
AI1898,0115.133

Title
Saries: Banin Placguss

Description
Rolicf plaque made of bras
surface is decorated wi

{lost wax) technique. Rectangular in form with side flanges flargely

issingl. Holos for aftachment at top and botom right, Background

act using the
ylized quatrefoil i

attoms and i

Production ethnic group
Made by: Edo

Production date
EhG-1TIG

Production place
Made in: Benin City

2020).

Faund/Acquired: Benin City
A

sub-Sal Abrizar Nigaria: Edo State: Benin City.

Materials
brass

Technique

oty

Dimensions

Height: 45.50 centimstres
Width: 34.50 centimstres
Depth: 8.50 contimatras

Curator's comments
The relief brass plagues thal used 1o deoorate the Oba's king's] palace are amang the most well-known of al the oyal arts of Bevin, Although frequently describsd as ‘Benin Bronzss’ most
placuss are mids of lesaded brass i varius compositons, It is widsly scospted that they dats 1o the 161h - 171h centuries.

In the years prior 1o the British Expedition reyal influence in Banin was incroasingly undaer thr

rom rival powers, botn intemal and extemal, with a focus on sconomic power and contral of the
impartant trading monopoies. Howey ting the city describe its

eries, e fixed 1o hess

size and scale. The paiace complex wiss set up arcund atiurm courl
pillare. Whiks Belonging 1o well-setabished West ATrican traditieon of royal palace decoration, the Benin biags plagues repreesnt  distinel and unigue corpus of work, unparalielsd slsswhens on
tha continent. Thay ars cast USINg tha cirs pardus (106t wax) 1schaique snd Show SKITEaN VarSTon In 1he deptn of the relst. Some of e pIagqUSs POMTEY NISoICal SVaNTS of COMMEMOrStE

8 8 vivid depiction of Benin court life and rilual, Seversl

ful wars, while oth

sucse: stic smilrites. Willian B. Fagg suggested that thesa plagues represart

ups of plaques show clear sty
the wask of master bras

lizen, 1973, "Migerian Images’, Londuon: Lund Humy

A45- Screen shot of the Benin Plaque object website Af1898,0115.133. Part 2 (The British Museum,
2020).
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Location
On display (B25/od)

Exhibition history

Exhibited

470-1973, Londan, Museurn of Mankind, Divine Kingship in Africa

1993-1997, Landan, Museurn of Mankind, Great Benin: a West African Kingdom

Acquisition name
Donated by: Secretary of State for Foreign Aflairs

Acquisition date
896

Acquisition notes
Follawing the British occupation of Bein Ci
Muesum succeeslully patilionad the Goverr

made of bras: and wood were e

hin 1887 object zexd by the Brilish farce from the royal quarters and varicus storercarms, The British
110 satequad some of thess objects and ower 300 brass plagues wers snl o the UK by the Consul-General [Sir] Ralph Moor and placed al the
Foreign Offica. Numerous other objeets brought out of the oty wers soéd of exchanged on the coast; many piaces wars Brought to the UK whare they wers cald thrsugh privats auction of were
ratained by soldiers of the expedition.

During the summer of 1897 the Crown Agants for the Calanies on behalf of the Fareign Office agreed with the Bri
Expad
Foreign AMiairs. In Tne summer of 1698 a furiher sleven plagues wers Bant 1o the Brilen Museum from the Foraign OMfica and thres of hese were seiectid by e Museum and wers eubesquently
presentsd as a gt, Of the remaining plaques the Forsian Oftce retained elght and the rast were offered for 5ak to major Museums, oollectors and private deskers in Euope and the UK, Today
over nine hundred plaques are known 10 exist in museums and private collections arsund the world

Musum a temmparary kean of 304 plaques acquirsd during the Benin

1. In Seplambes

mss ware placed on public display and atractsd considerable attsntion. The Muss,

nitially recaived 200 of these plagues as a gifl fram the Sscrstary of Stats for

View loss @

2020).

A46- Screen shot of the Benin Plaque object website Af1898,0115.133. Part 3 (The British Museum,
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A47 — Front view of the Hoa Hakananai’a statue in the Living and Dying Gallery.
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A48 —Side view of the Hoa Hakananai’a statue in the Living and Dying Gallery.
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A49- Back view of the Hoa Hakananai’a in the Living and Dying Gallery.

79



Moai known as Hoa Hakanana/ L]

A50- Front-side display sign that accompanies the Hoa Hakananai’a statue.
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A51- Back-side display sign that accompanies the Hoa Hakananai’a statue.
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i known as Hoa wam:m:m_ a
t AD 1000-1200

Islanders invested huge
stone msa ;nwz._:m the

mﬁmq yolcanic

a 3:3.69
n/

\/

How did Hoa Hakanan;

A52- Zoomed in image of the back-side display sign that is with the Hoa Hakananai’a, Part 1.
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How did Hoa Hakananai'a get here?

The crew of a British survey ship, HMS Topaze, visited

Rapa Nui in 1868. Hoa Hakananai'a was buried up to

his shoulders in a house at Orongo, a ceremonial centre.
Commodore Richard Powell decided to bring him to Britain.
A Rapanui man, known as Tepano, recalled the crew
dragging Hoa Hakananai'a down to the beach, before
floating him out to the ship on a raft. Later, he had the scene
1attooed on his arm. A second, smaller moai, known as Moai

Hava was also taken.

The Topaze arrived in England in August 1869. Powell
ented Hoa Hakananai'a to the Admiralty who offered

oies

+im to Queen Victoria. She donated it to the British Museum.
The Admiralty gifted Moai Hava directly to the Museum. By
“etober 1869, both statues had arrived and quickly became
popular with visitors. Hoa Hakananai'a has been on display
sver since. In recent years, museums around the UK have
borrowed Moai Hava for exhibitions.

A53- Zoomed in image of the back-side display sign that is with the Hoa Hakananai’a, Part 2.

83



A54- Zoomed in image of the back-side display sign that is with the Hoa Hakananai’a, Part 3.
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figure

Object Type
figurs

Museum numbear
21859,1005.1

Title
Object: Hoa Ha

Omect: Meal [ancestor figurs)

karanaia (lost or stolen 1

Description

=stor figure 'moai’, called Hoa Hakanansi'a (hi =, danze paddles in the fam of

% hur

an figure, a ring and a girde design are

Production ethnic group
Made by: Haganu

Production date
1000 -1200 {apprex)

Production place

et e R—— -+ T _— AW S

Curator's comments

Far assoaisted diw 2 2017201874,

ings,

Ettnography Department Temparary Register, 1861-1321

It ig undarstood that large stone sculptures of moal wers made on Rapa Mul between AD 1100 and 1600, The size and complexity of the moal increased over time, and it is belisved that Hoa
Hakananal'a dates to around AD 1200, it is ene of only fourteen moa made from basalt, the rest are carved fram the island's softer volcanic uff

This
the island.

statue would have orignally s1ood on a specially-bailt platiorm on the sacred site of Oronga. it would have stood with giant stone companions, ther backs to the sea, keeping watch over

Its eyes sockets wera originally inlaid with red stone and cora
Eurspa in 1869, Over a fow hundrad v

| and the sculpture was painted with red and white designs, which ware
ars the inhabitants of this remate islend quarried. carved and erected arcund 887 moal.

had off when it wis rafted to the ship, 1o ba taken to

This soupturs bears winess 10 the loss of confidence in the efficacy of the ancestors after the deforestation and ecological collapss, and most recently a theary concsming the inroduction of

rats, which may has
500 the practice of constructing moal peaked, and from around 00 statues bagan 1o b toppled, sporadically. The island’s fragis ecosystem had bean pushed beyond what
wag sustainable, Over time onfy sea birds remained, nesting on safer offshone rocks and islands, As these changes occumed, 5o too did tha Rapanul religion alter - 1o the birdman raligion

ataly lad 1o farning and confict.

Around

012 in the
Graerre Earl, Jamas Milee and Hambo Pagi in collaboration

e T

erial teture

A project 1o recard and
mapping (PTM). It wae conducted by Mike Pite
described.

For mone detailed information see: Pitts, M., Miles, J., Pagi, H. and Earl, @.. The story of Hoa Hakananai'a in British Archasoiogy: May/June 2013 and visit by
island-rapa-nuif

1ge tnck place on 15th Fabe Gallery. The &

micgL

el were photograrmmetry and pelyn

with Southampton University. This ie the firel Easter lekand etatue to be so Tully

p:mikepitts. wordpress.com/eastor.

Hoa Hakananai'a is estmated 1o waigh approx. 4.2 metiic lonnee ling the plinth it stands on, 5 tonnes) - 2013.

View less @

Bibliagraphic reference:

ific Encountars, Art

A56- Screen shot of the Hoa Hakananai’a object website, Part 2 (The British Museum, 2020).
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On display (G24/0d)

Exhibition history
Exhibited:
Sept-Dec, London. BM History of the World
-2011. Lendon, BM/BEC, Warld

ok

A History of the

Subjects
nationality/'peoples

Associated names
Agsociated with: HMS Topaze

Acquisition name

Acquisition date
1869

Acquisition notes

wrm in 1869,

00 Oibjects’

from ariginal kacation during the HMS Topaze expedtion to Rapa Mui (captained by Powel] in 1888 and presented to Quesn Victoria by the Lords of the Admiralty. She then gifted # 1o

A57- Screen shot of the Hoa Hakananai’a object website, Part 3 (The British Museum, 2020).
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