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Fouryoung
ladies enjoy a
strollinthe
sunshine alonga
shopping street
inthe West End
of London
during 1941.
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Author Julie Summers writes about the background to her book and IWM London’s exhibition

FASHION ON THE RATION
1940s Street Style

When | was asked to write an article for
Despatches, | thought it might be
interesting to take the title of thisbook
and exhibition very literally and talk about
‘fashion’and ‘ration’. Fashion, in this
instance, isrepresented by the outerwear;
andration by the government’s
limitations on all clothing, once Utility was
introducedin 1942, but particularly
underwear.

As|beganworking through the fashion
magazines of the 1940s, itbecame
evidentthat some editorsregarded the
war years as stagnant for clothing design.
‘Fashion...isnow out of fashion’ wrote the
editor of Harper’s Bazaarin the summer of
1942, and the following year the focus for
women’s magazineswas the
government’s ‘Make Do and Mend’
campaign. The emphasis was on patching,
improvising and making clothes last.
Coats could be altered to become dresses
and pyjamatops to become blazers.

In April 1943, Vogueadvised its readers
to purchase a grey flannel suit which could
be dressed with scarves and different
blouses to make nine different outfits: ‘of
course, forit’s Utility, if not austerity, all the
way now’, the editor rued. [t was inventive,
but not necessarily stylish. Forwomen
who were tired after fouryears of war, it
must have at times been depressing not
to have been able torefresh their
wardrobes as they would have wished.

Counting precious clothing coupons
and mending clothes became away oflife.
Muriel Redman, who worked for the BBC's

The Listenermagazine andwho kept a
diary throughout the war, wrote of her
stockings on 27 November 1942: ‘Many of
them |would have thrown away three
years ago, but today their priceisabove
rubies’.

Butwas fashion really ‘out of fashion™?
|was not so sure, anditwas with a sense of
excitementthat| discovered the opposite
to be true, evenif the British public could
not benefitfromitin the way that they
might have expected. Given thatone’s
impression of the governmentduring the
waristosome extentofahuge
bureaucratic machine thathad
unprecedented control over people’s lives,
two somewhat surprising things happened
mid-way through the conflict.

The firstwas that London’s top designers,
which by the end of 1940 included some of
those who had beenworkingin Parisinthe
1930s, were invited to design a collection
forafashion showin South America. The
reasons for this were first to bringin much-
needed foreign currency, but secondly to
showcase British fashion in the absence of
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Paris on the world stage, as France was
under occupation. Heldin 1941 and
showcasing Britain’s finest couturiers, it
was an outstanding success.

Itisrecordedinthe History of Civil
Industry and Trade by Hargreaves and
Gowing that Britain’s fashion exports
increased well over five-fold during the
Second World War, from £98,000in 1938
to £507,000in 1946, which latteramount
isequivalent to approximately £20 million
in 2015. The designers came together at
the suggestion of Harry Yoxall, the
managing director of Condé Nastand the
original founder of British Vogue
(establishedin Londonin 1916), to form
the Incorporated Society of London
Fashion Designers (IncSoc). IncSoc’s aim
was to support and promote British fashion
abroad and was considered a success by
the fashion press, but was nevertheless
unpopularbecause the clothes were not
available to the general public.

Theintroduction of clothes rationingin
June 1941 was followed in 1942 by Utility
and then austerity restrictions on design,
which led the fashion editor of Vogue to
remarkinthe November 1944 issue: ‘One
has only to see a collection designed for
export, and the same collection toned
down to comply with austerity athome, to
realise how much fashion value has been
lostinthe process.’

Twoyears earlier, members of IncSoc
were engaged by the Board of Trade to
design clothes for the Utility programme
thatwasrolled outoverthatyear(and =»
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=»onlyendedin 1952).Inwhat can only
be described as a highly imaginative
move, designers Edward Molyneux (who
had escaped from France in 1940), Hardy
Amies, Norman Hartnell, Bianca Mosca
and otherswere each asked to create four
garmentsto be unveiledin the autumn of
1942.

These outfits would have to conformto
the strictlimitations set by the Board of
Trade forthe length of skirts, the number
of pleats and buttons, the amount of
material formen’s shirtsand socks, and
even down to the detail of turn-ups. The
banning of the latter was exceptionally
unpopularand Hugh Dalton, president of
the Board of Trade, found himself
defending trousers without turn-ups both
inparliamentandin the press:

Permanent turn-ups on trousers have

Although certain design
details were forbidden as
they were a waste of
valuable raw materials,
wartime austerity
fashions were notdrab,
as this purple, green and
mauve dress (which
required seven clothing
coupons), designed by
Norman Hartnell,
testifies. The modelis
standing on a windy
rooftop in Bloomsbury,
London. Senate House,
the headquarters of the
Ministry of Information, is
clearly visible behind her.
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been prohibited since May 1942. This was
done to save an entirely justifiable waste
ofcloth. In making this and other clothing
regulations |was advised by the trade. The
economy of materials due to the
prohibition of turn-ups runsinto the
millions of square feet per year. Even ifthe
saving were less than itis, it would still be
ourdutyto makeit.

The fashion editors were pleased with
the Utility range designed by London’s
finest couturiers. The Daily Mail cheered:
‘Suburban wives and factory girls will soon
be able to wear clothes designed and
styled by the Queen’s dressmaker.’ The
News Chronicle was equallyimpressed:
‘Before long the society woman who pays
30 guineasforafrock will share herdress
designerwith the factory girlwho pays
30shillings.” Once the general public had
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gotusedto theidea of Utility clothing, they
toowere generally happy withit.

While the outerwear available underthe
Utility scheme was by and large
acceptable, undergarments and stockings
were a problem. Infact, the silk stocking,
banned from sale to the publicin October
1940, became one of the most missed
articles of women’s dress during the war.
The rayon stockings which replaced them
were never produced in sufficient
numbers and the lisle Utility stockings
were hardly aworthy replacement. These
were loathed with avengeance. Rose
Cottrell,ayoung womanworkingin
London, wrote to her sisterin Switzerland
in December 1941:

The papers warned us that they would
wrinkle round the instep, would not be
fashioned and what not else. | saw some of
them ona modelin Medhurstsand my
wordthey are awful. Ifthey can’t look nice
onastocking modelin a shop window, you
can betthey don’t stand much chanceona
leg.

Lisle stockings were the bugbear of
women all over Britain. They sagged at the
ankle andlost their shape at the knee. Flo
Hyatt, another correspondentwhose
lettersto herauntare storedin IWM’s
Documents Section, wrote in September
1943: ‘Utility stockings make you shudder.
They bag everywhere they shouldn’tand
the heels have a habit of showing aline
where the lisle joins the rayon of alighter
shade which gives avery ugly effect.

Theinflux of American servicemen
bringing gifts of nylons laterin the war
helped some way in assuaging the thirst
forsilken elegance, but they never met the
needs of every womanwho required
them. The number of tales of woe
recordedin diaries, letters and memoirs
attesttothis. Itis hard toimagine from
today’s perspective whatan enormous
impactthe lack of stockingshad on
women atalmost every level of society. To
gowithout, initially at least, was deemed
shockingin the same way as trousers for
women were considered eccentric.

However, the fashion editors soon
realised thatthe shortages meantthata
creative solution would have to be found.
Voguemagazine, in an article entitled
‘Sock Shock! advised womenitwas
acceptable to go bare-legged and wear
ankle socks with flat shoes. Some women
bought creams advertisedinthewomen’s
press.One, manufactured by Cyclaxand

advertisedin VogueinJuly 1940, made
extravagant claimsto be ‘soincredibly real
initslikenessto the sheerest, most
luxurious stockings that only touch can
reveal the illusion! Others opted for
home-made solutions such asteaor gravy
tostaintheirlegs.

Not everyone was prepared to be broad-
minded aboutbare legs. The chancellor of
Leeds University told the trade
publication The Drapers’Record inJune
1941: Thereisastrong feeling that
women students should not be permitted
to attend the university without
stockings’. Ayear later, Hugh Dalton was
inmore conciliatory mood. He had
received a letter from the Archbishop of
Canterbury, William Temple, complaining
thatthere had been a two-thirds
reductioninthe amount of material
suppliedto the church furnishing houses.
Dalton agreedto lookinto the problemiif
the archbishopinturnwould agree to
announce thatwomen could go to church
‘withoutimpropriety, hatlessand
stockingless’.

Thiswas a major concession, and to get
someidea of how sensitive a questionit
was, a civil servant called Metford Watkins
was named in the Daily Herald as ‘The Man
Who Upset Whitehall’ because he advised
governmentdepartmentsinthe autumn
of 1941 that they should allow their
women staff to wear slacks ‘so that they
could economise on stockings’.

Thatthe government should take such
aninterestin what people wore under
nextto their skinis extraordinary. But the
factis that there were civil servants tasked
with specifying weightsand
measurements to the most precise
degree. William Buller Fagg was a civil
servantat the Board of Trade with
responsibility for the distribution of 200
million clothing couponsin 1941. His
remarkable archive and personal
correspondence, whichisnowin the care
of IWNM’s Documents Section, shows the
human face of the monumental
bureaucracy around clothesrationing and
underwear in particular.

One of hisfiles deals with the question of
corsets. These were a constant source of
shame and concernfor the Board of Trade.
Only 9to 10 million were manufactured
peryear during the war, while by the
board’s own figures atleast 18 million
womenin the country wore corsets. [t was
not, asone mightimagine, justwomen of
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An ARP ambulance
volunteer applies
her lipstick between
emergency calls.

‘Itis hard to imagine from
today’s perspective what
an enormous impact the
lack of stockings had on
women at almost every
level of society. To go
without, initially at least,
was deemed shockingin
the same way as trousers
forwomen were
considered eccentric.’

middle years who relied on corsetsto
keep theirfiguresin shape. The War Office
announcedin 1940 thatwomenwho had
enrolledin the Auxiliary Territorial Service
(ATS) ‘must be corseted and corseted
correctly’. Thisappliedtowomeninthe
Women'’s Auxiliary Air Force (WAAF), the
Auxiliary Fire Service (AFS) and the
Women'’s Royal Naval Service (WRNS,
known popularly as Wrens) as well.

Frederick RBurley was asked to designa
corsetthatwould, as the Picture Post
reportedin March 1940, ‘preserve the
feminineline, and atthe same time be
practical underauniform’. The new
‘Berlei’ design dispensed with metal and
was made of elastic, firm lace, net, satin
and cotton batiste to give directional
control. Thiswas anideal undergarment
forthose young women whose uniforms
had skirts.

Italso had the added benefit of a pocket
whereloose change forabusfareora
handkerchief could be kept. Womenin
the serviceswere notallowed to carry
handbags, norwere they allowed to wear
jewellery or accessories to enhance their
uniforms. ltwas not considered safe to
carryloose change in jacket pockets as
they could be easily picked, especially in
the blackout, so the pockets were popular
astheywere hard toreach without the
wearer noticing.

The mainissue for the manufacturers of
corsetswas that they required a skilled
workforce, many of whom had switched
towar productionin areassuch as
parachute manufacture. Furthermore,
three of the constituent materials for
corsets—rubber, steel and cotton—were
rendered rare by the exigencies of war.
Theissue of corsets was not resolved until
almostthe end of the warand was almost
asknotty a problem forwomen as
stockings.

Underwearwas regulated and exact
proportions of leg width, gussetand
designwere carefully specified, whether
for French knickers or close-fitting briefs,
brasorcorsets. By 1942, women’s
underwear producers were permitted to
work on only six templates for knickers
everyyear, and although colourwas not
restricted, economies of scale meant
there wasllittle choice otherthan peach,
cream, white or green for briefsand
uniform shades such as khaki, blue or grey
for over-knickers made of wool or flannel.
These last were hated by the young -
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=» womeninthe forces, many ofwhom
admitted only wearing ‘passion-killers’ for
kit musterinspections or theirannual
medical check.

Very occasionally awoman was lucky
enoughtoacquire apiece of celanese or,
even better, real silk. One suchyoung lady
was Miss Patricia, later Countess,
Mountbatten. While serving as a nineteen-
year-oldWrenin 1943 shewas given (by a
boyfriendin the RAF) one of the silk maps
issuedin case of being shot down over
Europe.She hadthe map madeupintoa
braand pants set, with the Gulf of Venezia
onthe front of the beautifully hand-
stitched cami-knickers. As there was no
elastic available, both garments had small
cream buttonsandatiny 22-inch waist
size.

Eileen Gurney made bras forher
neighbourand decorated herown
underwear with bits of leftover lace to
make them less Utility. Eileen’s letters to
herhusbandjJohn form animportant
collectioninthe Department of
Documentsand give a picture ofan
industrious and inventive woman typical
of many of the era. She wrote on the day
that clothesrationingwasannouncedin
June 1941:

I've got heaps of materials and all sorts of

oldthingsIcan renovate. Although I can’t
be aswelldressed as a girl who spends
lots of money on her clothes, 'm
secondto none when it comes to
dressing for nothing, and looking
wellturned outin renovation,
wangles and oddments

Below: This
photograph, taken
in 1943, shows a
model wearing a
black woollen Utility
dress made by
Atrima. Purchasing
this dressrequired
11 clothing
coupons.

Laura Clouting and Amanda Mason, historians at IWM London,

reveal how this extraordinary exhibition was created

Creativity and coping
iN the face of adversity

IWM D 14826

pinched from your old suits.

This spirit ofinventiveness
and determination nottobe
defeated by the limitations of
clothesrationing was the clear
message that came through all the
diaries, lettersand memoirs | read for
Fashion on the Ration.| cameto the
conclusionthatiffashion onthe home
front stagnated during the war, creativity
did not; and creativity is the spirit of
fashion.

| enjoyed researching and writing this

book. I had very generous help from IWM

and also from the donors ofimportant
collections to the archives. Without
these vitallyimportant diaries,
lettersand documents, the
social history of the Second
World Warwould be very
much the poorer.
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Second World War clothing provides an
extraordinary insight into everyday life
and the struggles of a nation throughout
this turbulent time for the British
population. Thisis the focus of IWM
London’s headline exhibition
forthe springand summer,
Fashion on the Ration: 1940s
Street Style. Through the
prism of clothing, the
exhibition gives afresh take on
what life was like for those at
~. workorathome during the war,
~ orforthoseinthe military or
civilian voluntary services.
Fashion on the Rationexplores
intensely personal of aspects of
wartime life: what did people
wear and how did it shape their
sense of identity? Howwas
fashion constrained by war?
How did men, women and
children cope with the
demands and deprivations of
shortages and austerity? It may
come as asurprise to see how
fashion survived and even flourished
inwartime, as British people
demonstrated remarkable ingenuity in
renovating, recycling and creating their
own clothes. Creativity and copingin
adversity are integral to Fashion on the
Ration’s narrative.
Work began behind the scenesinlate
2013 and continued at pace throughout
2014 asIWM London reopened with our

new First World War Galleries and
rejuvenated atrium spaces. Theintent for
Fashion on the Ratior’s exhibition space
and graphic design wasto create an
experience thatrudders the narrative and

objectsinabrightand energetic approach.

The curatorial team delved through
IWM’sincredible collections, most
especially ourvast store of uniformand
civilian clothing. Only a small portionis on
display across our branches atany one
time, so this was an excellent opportunity
to surprise our visitors with the richness
ofwhatwe have. The collection
continues to evolve and IWM will display
the highlights of a notable donation of
wartime civilian clothing from the
collectors Frederic and Jean Sharf, never
before seen on public display.

The exhibition makes the most of our
documents, photographs, oral history
andfilm archives, togetherwith an array
of library-held fashion magazines as well
asourartsection’s paintings and posters.
Audiovisual elements provide a striking
visual dimension to the story of wartime
clothing.

Fashion on the Rationalso draws upon
several loanitems from institutions like
the V&A, with its prestigious collection of
textiles, to private lenders with deeply
personal stories revealed through
clothing oraccessories. Our Director-
General Diane Leeshasalso passedona
family treasure in the form of a bracelet
made in the spirit of ‘Make Do and Mend'.
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Switch Off That
Light. Ahome front-
themed Jacqmar
scarf, featuring just
some of the many
messages and
instructions aimed
at the British public
during the Second
World War.
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Making your own clothes
was usually cheaper and
needed fewer coupons
than buying ready-made
garments. This two-
piece suitin afabric
printed with images of
knitting needles and
wool was made by a
skilled home sewer.

Itwas owned by her great aunt, Marjorie
Gilman, who worked in an aircraft factory.
The factory’s female workers sought out
scraps of plastic to turninto accessories.
With a dash of panache, Marjorie’s
husband Jack laterreplaced therivet
detailing with glass stones and she wore
the braceletinto the 1960s.

The exhibition follows the development
of fashion from the war’s beginning
throughtoitsend, splitinto sixmain areas.
Thefirst of these, Into Uniform, shows how
Britain’svisual landscape immediately
changed as people took on roleswithin
the military, auxiliary and civilian voluntary
services. Newroles meant theissue of
uniforms to signify responsibility, from full
regaliato simple armbands.

The style of military dress was of
interest to the fashion conscious. Of the
women’s services, the Women’s Royal
Naval Service uniform was the most
admired and this no doubt helped
recruitment. Petty jealousies erupted,
with a soldier’s practical but dowdy
uniform comparing unfavourably to the
RAF uniform with its dash of style. Airmen
were dismissively known as the
‘Brylcreem boys’, thanks to their lavish
use of the hair product.

Forthose notin uniform, the war still
changed how they dressed atwork and at
home. Functional Fashionreveals that
practicality was essential forwartime
clothing, butalso how itwas still possible
toretainanairofelegance.Arangeof =»
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-» fashionable luminous accessories were
quickly produced so that people could be
seen and safe in the blackout, which had
causedasharprisein collisions. Handbags
with compartmentsto carry arespirator
were produced as a stylish solution to the
grave threat of gas warfare.

Deadly aerial bombing raids claimed
the lives 0f 43,000 people during the Blitz
of 1940 and 1941 alone, injuring many
more. Late night dashesto cold garden
airraid shelters could be made more
comfortableinanall-in-one garment
called a‘siren suit’. Athome orin
industrial workplaces, overalls and
housecoats were worn to protect clothes
that people wanted to keepin good
condition. The trend for functional
fashionledtoincreasing numbers of
women wearing trousers and turbans.

Fashion clearly respondedto the war’s
explicitdangers. But clothing, and
peoples’ entire attitudes towards dress,
changed on asweeping level as the war
invaded aspects of everyday life. The
exhibition section Rationing and Make Do
and Mend explores how government
intervention became far-reaching, in
orderto commandeer resources for the
war effort and to protect the supply of
civilian essentials. Thisincluded the
clothing people wore.

Fabric was appropriated for the fighting.
Its many usesincluded serge for
uniforms and ubiquitous cotton foritems
asvaried as tarpaulinsand tyres. The
governmentwanted toreduce the
production of civilian clothesto
safeguard raw materials, and to release
workers and factory space forarmaments
oraircraft production. Winston Churchill
was initially hostile to the idea of clothes
rationing, imagining people dressedin
‘rags and tatters’, butthe scheme
commencedon 1June 1941.

New clothes now had to be boughtwith
couponsaswellas money. Garments and
footwearwere allocated a points value
set by how much material and labour
wentinto theirmanufacture. Every adult
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Above:TheWomen’s
Royal Naval Service
officer's uniformwas a
source of envy and
considered more
attractive than those
of the other services
like the Auxiliary
Territorial Service,
which was branded
‘hideous’ by the
novelist Barbara
Cartland.

Below: Men released
from military
service were
entitled to a new set
of coupon-free
clothes as part of
the demobilisation
process. Thisisa
typical example of a
man’s ‘demob suit’.
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could now only buy the equivalent of
around one new outfitayear. The
allocation reduced as the warwent on.
Rationing forced people to be painfully
mathematical in working out how to
spend their clothing coupons—and to
find shrewd ways to avoid doing so.

The *Make Do and Mend’ campaign
encouraged people to make their
existing supplies of clotheslast longer.
Imaginative use of materials, aswell as
recycling and renovating old clothes,
meant people could save their precious
clothing coupons. Old blankets and
unrationed blackout curtains were
transformed into dresses. Suits left
behind by serving soldiers became their
wives’ skirts and jackets.

When people did go to the shopsto buy
new clothes, from 1942 they were
presented with a range of efficiently
produced, quality- and price-controlled
clothing. The exhibition section devoted
to Utility Fashions isdominated by a
dramatic open-plinth display of a colourful
array of this attire. The aim of the Utility
scheme was to improve the efficiency of
clothing production, and to make price-
regulated clothing from arange of strictly-
specified fabrics affordable for all.

There were fears over the inelegant-
sounding Utility. Butleading designers
like Hardy Amies and Norman Hartnell
were recruited to design prototype
ranges. Celebrity endorsementwaslent
by the likes of Deborah Kerr to prove how
stylish and varied these clothes could be.
Its key selling point, however, was its
durability and robustness atatime when
clotheshadtolast.

Arguably, the clean, simple chic of
1940s clothing —the popularity of which
endures today —owed its existence to
scarcity of supplies. Designers had to
work within austerity regulations that
restricted the amount of fabric that could
be usedinany garment. This limited the
use of pleats, pockets, trimmingsand
trouser turn-ups. Men particularly
suffered as aresult of scarce supplies of

Awoman models
a Utility outfitin
this publicity
photograph.

rubber, with many bemoaning the 1943
ban of elasticin all garments except
women’s corsets and knickers.

Inwartime Britainitbecame
unfashionable to be seen wearing
clothes that were obviously showy. Yet
therewas alsoreal concern thatalack of
interestin personal appearance could be
asign oflow morale. The exhibition area
Beauty as Dutyexplores the decision to
continue with the manufacture of
cosmetics, thoughin much-reduced
quantities. Withamade-up faceanda
smart hair style,awoman could still feel
well-dressed and stylish, evenif her
clotheswere last season’s, her stockings
darned and accessories home-made.
People found otherways to show support
forthe war effort through personal style
by wearing fabrics and scarves featuring
patriotic slogans and motifs.

IWM London marks the seventieth
anniversary of the end of the Second
World Warin 1945 with the Fashion on
the Ration exhibition. This significant
milestone reminds us of a profound
moment of transition between living
under the shadow of warand the
promise of peacetime life ahead, which
isexploredinthe final area, Peace and a
‘New Look™?

By 1945, British people had grown tired
ofrationing and ‘Make Do and Mend'.
Advertisements promised new styles, but
often shops remained bare. Production
of clothes and other civilian goods did
increase, but most of what was made was
exported. Clothesrationing—albeitin
reduced form—continued until 1949.
The best-dressed were those leaving the
military services. Demobilised men were
issuedwith afull set of clothes—the
‘demob suit’. Reactions varied. Although
there was some degree of choice, and
quality could be very good, many simply
feltthat they had swapped one uniform
foranother.

In 1947, the fashion world was shaken
by the launch in Paris of Christian Dior’s
‘New Look'. Epitomised by tiny corseted

waists and long, full skirts, the style was at
odds with continued austerity and it
immediately divided opinion. But
eventually the New Look transcended
the British high street as civilians, irritated
and exhausted by austerity, sought
escape from fashion on the ration.

The exhibition ends on anote of
reflection. Experts onfashionand the
history of dress give their thoughts on
thelegacy of 1940sfashionin alarge-
scale audiovisual film. The designer
Wayne Hemingway and the BBC’s Great
British Sewing Beejudge Patrick Grant
are just some of the talking heads who
discuss the legacies, similarities—and
some of the stark differences —between
fashion then and now. This feature marks
the end of an exhibition that shows how
wartime clothing can tell us so much
aboutwhatitwaslike to live through one
of the most challenging and trying times
in British history.

Fashion onthe Ration: 1940s Street Style is
atIWM London until 31 August 2015, open
daily (except 25, 26 December) 10amto
6pm, Lambeth Road, London SE1 6HZ.
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Afghanistan:
a country
IN transition

IWM Historian Matt Brosnan gives an overview of War
Story: Afghanistan 2014, a new exhibition at IWM London,
with pictures by IWM Photographer Richard Ash.
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The end of 2014 marks the withdrawal of
British and international combat troops
from Afghanistan after thirteenyears of
war. While thisis a significant step, it does
notmean aneat conclusion to the
conflictorthe end of British and
internationalinvolvementin the country.
Instead it represents a transition, as
Afghanistan takes more control of its own
affairs. The future of the country is
delicately poised, with uncertainty over
Afghanistan’s continued stability. The
latest War Story display—the thirdina
series exploring British experiencesin
Afghanistan and the nature of the
conflict—provides a snapshot of

IWM DC 3867

Afghanistan at this transitional point.
Thewarin Afghanistan beganin 2001,
followingthe 11 September attackson
the USA carried out by al-Qaeda terrorists.
Theinitialaims were to target al-Qaeda
andremove the extreme Islamist Taliban
regimein Afghanistan that harboured
them.Both of these were achievedina
rapid military campaign by coalition
troops, predominantly from the USAand
Britain. However, expanded NATO (North
Atlantic Treaty Organisation) involvement
inthe conflictmeantalonger-term
commitmentto Afghanistan and soon
afterthe regime was removed, Taliban
insurgents began toregenerate.

Left: View of the Below: A British

outskirts of Kabul, mentor teaches

the capital city of troops of the Afghan

Afghanistan, 2014. National Army (ANA)
how to use mortars
at Camp Shorabak,

Helmand, 2013.

From 2006 to 2012, thewarincreasedin
violence. For British troops stationedin
Helmand Province in the south of the
country, many of the places they served—
Sangin, Musa Qala, Now Zad, Nad Allj,
Lashkar Gah—became bywords for
intense fighting. For British troops on the
ground, this ofteninvolved patrolling
areas threatened by Taliban fighters who
could seemingly meltinand out of their
surroundings, aswell asencountering the
hidden dangers ofimprovised explosive
devices (IEDs). Since the beginning of the
conflictover 450 British service personnel
have died in Afghanistan, the majority
killed during thisintense period. -

Winter 2014 Despatches H 3

IWM DC 2696



1B2798C

Cadets ofthe
Chinese National
Revolutionary Army
parade at the Central
Military Academy,
Chengtu, Szechuan,
China, 1944.

CECIL
~ATON

THEATRE OF WAR

Sir Cecil Beaton is best remembered as a portrait and fashion photographer, but during
the Second World War he was one of Britain’s hardest working war photographers.
Hilary Roberts previews a new exhibition at IWM London which looks at the work
he produced as an official photographer for the Ministry of Information.

‘This war, as faras | can see, is something
specifically designed to show up my
inadequacy in every possible capacity. It’s
doubtfulif’'d be much good at
camouflage—inany case my repeated
requests tojoin have been metwith, “You'll
becalledifyou’re wanted.” What else can |
do?

Cecil Beaton, September 1939

A12612

Cecil Beaton (1904-1980) was a British
designer, writer, cartoonist, diaristand
socialite who loved theatrein allits forms.
However, heisbestrememberedasthe
leading British portrait and fashion
photographer of his day. Beaton’s
glamorous, elaborately staged
photographs of royalty and twentieth
century celebrities reflected his theatrical
tastesand were publishedin magazines,
newspapers and books throughoutthe
world. The fact that he was one of Britain’s
hardestworking war photographers during
the Second World Waris lesswellknown. As
an official photographer for the British
Ministry of Information, Beaton travelled far
andwide to document the impact of waron
people and placesin hisown unique style.
Inlaterlife, Beaton came to regard hiswar
photographsas his single mostimportant
body of photographicwork.

The eldest child of a prosperous timber
merchant, Cecil Beaton had a comfortable
childhood which was firmly rootedin the
Edwardian era. Socially and professionally
ambitious, his abilities as a photographer,
artist, designerand writer were evident
froman early age. Beaton himself
attributed the origins of hisinterestin
photography and the theatretoa -

AMaintenance
Wren models the
new WRNS official
issue boiler suit
and turban,
Portsmouth, 1942.
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Perspectives on Iraq

Curator Hilary Roberts

on a new exhibition at IWM
London showcasing the
work of photographers
Mike Moore and Lee Craker.
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The Imperial War Museum was founded to
make sure that we never forgetwhatitis
like to live in aworld torn apart by conflict.
Overthe coming monthsandyears, with
the First World War Centenary upon us,
IWMwill be inthe spotlight as never before.
Ourvisitors and the media are keenly
anticipating what form the galleries will
take, what objects we will show and what
we will say about them. | know that WM
Friends will be particularly eagerto learn
whatyou can expectto find and | would
like to take this opportunity to give you an
outline of the galleriesaswell asaninsight
into some of the thinking behind them.
We beganworking on the galleries over
fouryearsago, when asmallteam of WM
historians and curatorswas brought
togetherto see the project through from
concepttorealisation of the galleries. Our
firsttask was to map outa storyline for
them, to give the most devastating
conflictin Britain’s history a fresh
perspective which has historical integrity
andisrelevant, engaging andilluminating
forall ourvisitors. Audience research
showed that we needed to answer four
important questions: Why did the war
begin?Why did it continue? How did the
Allieswin?Whatwas theimpact of the war?

Inaccordance with IWM’s remit, we set
outtoanswerthese questionsfroma
British and Empire perspective. We were
also determinedto ensure thatthe home
front story waswoveninto the narrative.
After all, thiswas a conflict that was fought
bywhole societies—notjust by soldiers,
but by the men,women and children at
home who supplied and supported them.
Over many weeks, we considered what
formthe story should take. The fruits of
ourdebatesand deliberations were
translated into the fourteen main Story
areasin the new galleries, each of which
hasanumber of Substories. Aboard of
distinguished academic advisers, chaired
by IWM Trustee Professor Sir Hew
Strachan, helped usto chart ourway
through some of the more difficult waters
aswe refined and polished our narrative.

Whenwe had agreed upon aframework
forthe galleries, we beganto carryouta
trawl of the collections and to plot objects
large and smallinto the spaces. Asyou
know, IWM’s First World War collections are
unrivalledin their breadth and depth and
the selection processwas challenging. We
looked atweaponry. We examined
uniforms and equipment. We read
thousands of letters and diaries. We pored

Save the Wheat

London, 1917.

over pamphlets and posters, photographs
and works of art. We watched hours of film.
Our curatorial teams offered up
recommendations and storiesto
streamline and guide ourthinking. The
final selection whichyouwillseeinthe
galleries comprises 1,300 items from our
collections. They range from military
hardware, uniforms and equipment to
intensely personalitems. Some objects
will be familiarto you, many of them not.
Whatthey haveincommonisthattheyall
have powerful stories to tell, not only of
destructionandloss, butalso of
endurance, innovation, courage, duty and
devotion.

Aswe looked at the objects, we also had
to thinkabouthow and what we would say
aboutthem.We hadto bearin mindthat
these would be thefirst galleries atIWM to
show events outside living memory, and
to considerwhat that meant forour
audiences.Whenthe Imperial War
Museum openedinjune 1920, King
George Vdeclared thatthe new museum
would remember ‘common effortand
common sacrifice’. For the first visitors to
the new museum, the warwas not history
buttherecent past. The exhibits needed
little interpretation because those =»

[
and Help the
Fleet, Hazell,
Watson and
Viney Ltd, litho,

German U-boats (]
threatened to

starve Britain of

food and

supplies.

IWM London’s new First World War Galleries will open to the public on
19 July 2014. James Taylor, IWM’s Head of Research and Information,
describes the journey from theirinception to completion.

First World War
‘OnWar Service’
badge issued by
the Ministry of
Munitions.

IWM INS 7767

Art. IWM PST4470
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Poems from the Front

Shakespeare and Byron both had to wait
overahundredyears before theyhada
memorial stone in Poets’ Corner, which
shows justhowremarkableitisthat Robert
Graveswas honoured there while he was
still alive. InNovember 1985, amonth
before Graves died, the then Poet
Laureate, Ted Hughes, unveiled a
memorial stone onwhichis carved the
names of sixteen poetswho servedinthe
First World War. Graves was among them,
alongwith his friends Siegfried Sassoon,
Edmund Blunden and Wilfred Owen.

The fact that Westminster Abbey
couldn’twait forthe last of themto die
before installing the memorialisan
indication of how the poetry of the First
World War has established a unique hold
onour collectiveimagination. Inthe words
ofamore recent Poet Laureate, Andrew
Motion, the poetry of the First World War
hasbecome an almost sacred national
text.

When|have lectured about war poetry
abroadinplaces such as China or parts of
Europe, studentsare intrigued by what they
tendto see asauniquely British literary
phenomenon.When I tell them that, after
Shakespeare, the war poets can be among

12 M Despatches Summer 2014

Professor Paul O’Prey
onthe poetry of the
First World War.

the poets most likely to be studied by British
schoolchildren, they look bemused. I think
some ofthem assume thatI'm going to talk
about patriotic celebrations of great
heroism; or maybe they have in mind
something like Tennyson’s ‘Charge of the
Light Brigade’.Whenwe cometoread
Wilfred Owen, Isaac Rosenberg and others,
they’re surprised to find that these poems
have the powertofire theirown
imaginationsand demand their full
attention.

Graves said that he wrote his early war
poems to showthe ‘ignorant’ people back

home in Britain what the war was really like.

Frustrated by what he read in newspapers
(‘rosy official accounts of execrable
battles) and irritated by the unthinking
support forthe war that he encountered
when hewentbackhome onleave, he
wanted to shine an ‘unofficial light' on the
horrors he sawin the trenches. Hisinitial
response to the warincluded arather
graphic poem describing ‘ADead Boche’,

though asthe war progressed he
developed a more personal and thoughtful
tone. Wilfred Owen put it a differentway,
saying thatalla poetin his situation could
dowas ‘totellthe truthand towarn’.

Poetslike Graves, Owen and Sassoon are
sometimes accused of havinganundue
influence on shaping the way we now view
the First World War. Itisa commonly-heard
lamentthat schoolchildren seem more
inclinedto listento the poetsratherthan
the historians,whointurn argue that the
waris more complexand more subtle than
the one decried by Siegfried Sassoon, with
his mutinous contempt for buffoonish
generals.

Graveswould no doubtbe surprisedto
hearthatthe poems he and his friends
wrote in the heat of battle are still
considered problematicwithregardto
how ‘official’ Britain considers the warin
which they fought. But he would also, |
think, have some sympathy with Jeremy
Paxman, an historian of the warwho also
lovesits poetry, who recently warned that
adietthat consisted only of Owenand
Sassoonwouldfocustoo muchona
narrative of horror and pointless sacrifice
atthe expense ofany widerand more
balanced interpretation of the conflict.

The answerto thisisnotto stop teaching
orreading Sassoon and Owen, butto
establish awiderand more balanced view
ofthe poetry written during the war, as well
asa greaterunderstanding ofthe menand
womenwhowrote it. The attitude to the
war expressedinthe best poetry written at
the frontiswide-ranging, complexand
frequently ambiguous. In otherwords, it
reflects the varied range of experience of a
great many of the people who were there.

Some of the poets were officers, while
otherswere privates, nurses, medical
orderliesand chaplains. They saw the war
from very differentangles, though there
are some common themesin the poems
theywrote to describe their experiences.
Thereis, forexample, no hatred of the
enemy; rather adeep bond of compassion
and humanity with others caughtupinthe
war. Thereis a greatyearning for peace,
friendship and the consoling beauty of the
natural world.

DavidJones, forexample, servedasa =»



Art and conflict in a media age
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COLLECTION IWM © KENNARDPHILLIPPS

Curator Sara Bevan gives an insight into a new exhibition at
IWM North, showcasing IWM’s contemporary art collection

What do artists contribute to our
perceptions of warand conflictinatime
when our general understanding of
conflictisincreasingly shaped by the
mediaandtheinternet?

Working outside the pressures of
journalism, artists can proposeideas,
urging the viewer to think deeply about
whatwaris, aboutitsimmediate impact,
itslong-term repercussions and how we
rememberit. They invite us to consider our
definition of conflictin atime whenwarno
longer has easily-defined geographical
limits. Often taking their personal history as
astarting point, many artists navigate this
broad-ranging subject matteras
observers, activists or philosophers.

Atatimewhenthereisa growing
emphasis on the media spectacleand an

expectation ofimmediate access to
events as they unfold, our new exhibition
Catalyst: Contemporary Art and War
takesworks from IWM’s unique art
collection and explores therich, varied
and movingartistic response to conflict
inamediaage.

Catalyst: Contemporary Artand War is on
display until 23 February 2014 at WM
North, The Quays, Trafford Wharf Road,
Trafford Park, ManchesterM17 1TZ.Open
daily (except 24,25, 26 December) 10am
to 6pm (1 Marchto 31 October) and 10am
to 5pm (1 Novemberto 28 February)

Oppositepage:  Above: Right:

Photo Op, Queenand Cyanotype [RAF
kennardphillipps, Country,Steve Sock], Annabel
2007. McQueen, 2006. Dover, 2010.

COLLECTION IWM © ANNABEL DOVER

COLLECTION IWM © STEVE MCQUEEN. PRESENTED BY THE ART FUND
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@ FRIENDS

Join us today

Become a Member and help us record and share
people’s experiences of war. Members receive a
wealth of great benefits, including free entry to
charging exhibitions, a Members’ magazine and more.

Member Benefits:

ACCESS MORE

@ Unlimited free entry to IWM London’s charging
exhibitions

® Free entry to IWM Duxford*
@ Unlimited free entry to Churchill War Rooms
@® Unlimited free entry to HMS Belfast

EXPERIENCE MORE

@ Despatches, our Members’ magazine,
delivered direct to your door

@® Exclusive events

SAVE MORE

@® A10%discountinIWM’s shops,
cafes and online shop

@® A 15%discount atthe BALTIC Restaurant**
@ Exclusive shopping event

To join or to purchase

Gift Membership please call
uson 0207416 5255 or visit
www.iwm.org.uk/connect/
membership

*except special events and air show
days at Duxford

**Discount valid on Sunday —
Thursday on ala carte menu & drinks



	despatches_summer2015_web1.pdf
	despatches_summer2015_pp2-5
	despatches_summer2015_pp6-11_news
	despatches_summer2015_pp12-13_FWW-two-objects
	despatches_summer2015_pp14-21_fashion
	despatches_summer2015_pp22-23_kennard
	despatches_summer2015_pp24-25_blitzed-brits
	despatches_summer2015_pp26-27_story-picture
	despatches_summer2015_pp28-29_above&below
	despatches_summer2015_pp30-33_essay
	despatches_summer2015_pp34-35_locke
	despatches_summer2015_pp36-37_FWW-facts
	despatches_summer2015_pp38-39_royalmint
	despatches_summer2015_pp44-45_readinglist
	despatches_summer2015_pp46-49_books-shop
	despatches_summer2015_pp50-51_andfinally




