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Photographic Censorship in the First World War: A Comparison between the Realistic
Travels Stereograph Set and British Personal Photograph Albums from the Collection of
the Art Gallery of Ontario

Master of Arts, 2011

Emma Leverty

Photographic Preservation and Collections Management
Ryerson University

Abstract

This thesis compares a group of personal photograph albums compiled by British
soldiers during the First World War to a set of stereographs produced during the war
and published after by the British company Realistic Travels, both from the collection of
the Art Gallery of Ontario. The development of British censorship restrictions during the
First World War had a profound effect on who, what, where and how individuals were
able to photograph the conflict. This thesis examines how these restrictions affected
stereograph photographers and soldiers as they documented the war in order to
ascertain how these effects shaped the construction of each type of photographic
object. By comparing and analyzing both bodies of work as they were produced in three
theatres of war — the Western Front, Gallipoli and within Britain — we see that objects

created for public and private audiences are more similar than they initially appear.
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Introduction

This thesis examines and compares two types of photographic objects that were
produced during the First World War (1914-1918). These objects are a set of
stereographs published by the company Realistic Travels and a group of personal
albums compiled by soldiers who participated in the conflict. Both the stereographs and
albums are a part of the Art Gallery of Ontario’s First World War photography collection
and represent a selection made from the collection’s British holdings. The stereograph
set was published by Hilton DeWitt Girdwood under the company name Realistic
Travels who distributed the objects throughout the British Commonwealth. The
stereographs vary in subject matter and location depicted and contain views such as the
wounded after battle, parades and soldiers in trenches. The personal albums, on the
other hand, were compiled by five British soldiers whose wartime roles differ in branch
of service and location. The albums employ different types of photographs in their
construction — from snapshots to official photographs to those taken for the purpose of
war — and were compiled both during the war and after its completion.

The First World War, historically referred to as World War | and the Great War,
represents the first significant conflict in which the press, commercial photographers
and individual soldiers alike were able to photograph the war for both personal and
military purposes. Upon entering the war, the British government had very little
understanding about the influence photography would have on both the transfer of
information from the various fronts to the British public and of the possible military
applications of the medium to the war. As the conflict progressed, the government
created and enforced a series of censorship restrictions on photography. These

restrictions were, however, applied differently and to varying degrees depending on the
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type of photograph being taken, the location being photographed and who the
photographer was. This thesis examines how censorship restrictions affected
stereograph photographers and soldiers as they documented the war to ascertain how
these effects shaped the construction of each type of photographic object. This will be
done by analyzing the Realistic Travels stereograph set and the personal soldier
albums as they were produced in three different theatres of war. The Western Front, the
Gallipoli Campaign and within Britain, or the Home Front, represent locations in which
censorship policies were enforced to varying degrees. This analysis will provide insight
into how photography was understood and treated at this time as it was used to create

two distinct types of photographic objects.



Part I: The Project



Literature Review

While there is an enormous amount of literature about the social and political
ramifications of the First World War on Great Britain, there has been very little scholarly
research done on the subject of photography during the war, especially as it relates to
the production and dissemination of non-press images, such as the ones | will analyze
in this thesis.

The majority of writing on photographic production during the First World War
relates to the development of press photography. For example, John Taylor’'s book War
Photography: Realism in the British Press (1991) analyzes the use of the press in
creating a British national identity and the political and social constraints on press
photographers. The book’s chapter on the First World War is informative as it discusses
official war photographers, press photographers and the shifting manner in which each
were treated by the government as the war developed. Understanding who was taking
photographs during the war and the reasons why they were doing so is a complicated
subject that | will be explore in this thesis, as the albums contain a diverse mix of
photographs, made by press photographers, official war photographers as well as the
soldier’s themselves.

Jane Carmichael's book First World War Photographers (1989) is the most
comprehensive account of First World War photography written to date. Carmichael,
who oversaw the Imperial War Museum's photographic archive from 1982 to 1995,
details the development of official photography during the First World War, the
significant individuals involved with the production and censorship of photographs and
the various developments that affected the photographic representation of the war by

official photographers. This book is an invaluable resource for understanding
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photographic production during the war and is beautifully illustrated by photographs
from the Imperial War Museum'’s collection of photography.

Mark Levitch’s PhD thesis “The Visual Culture of Modern War: Photography,
Posters, and Soldiers' Art in World War | France” (2008) analyzes the transformation of
French visual culture during the First World War. Levitch dedicates an entire chapter to
the role of photography in France during the war, specifically looking at the differences
between amateur and professional photography. His discussion of the public’'s need for
authentic views of the war illustrates the role the public played in the development of
photographic production and the types of photography that were produced at this time.

The set of stereographs that | will analyze in this thesis were produced by the
company Realistic Travels, which was based in the United Kingdom and owned by
Hilton DeWitt Girdwood. William C. Darrah’s book The World of Stereographs (1977)
includes information on Girdwood’s company and photographic production during the
First World War. Darrah describes Girdwood as the most successful publisher of
stereographs in Great Britain and places his years of production from 1908-1916. The
author also discusses the production of stereographs during the First World War and
although he mostly does this from the American perspective, this information is helpful
in forming an understanding of who was creating stereographs at this time and how
these businesses interacted and acquired images from one another. Darrah includes a
brief entry about the Realistic Travels’ stereograph set. It is, however, out of date as it
states that Girdwood only published little more than a hundred stereographs in the set?;

it is now known that there are six hundred in the complete set. An important source of

;William C. Darrah, The World of Stereographs, (Gettysburg, PA: W.C. Darrah, 1977), 108.
Ibid., 195.



information for the Realistic Travels stereographs is the website www.greatwar-

photos.org. This website contains detailed information about stereographs produced
during the First World War and specifically details the Realistic Travels set, including
series lists, its arrangement, volume number and titles®. This resource has proved
invaluable in creating an inventory of the stereographs in the AGO collection and
reorganizing them in the original sequence.

Nicholas Hiley’s article, “Hilton DeWitt Girdwood and the Origins of British Official
Filming” (1993) was the first work to establish Girdwood’s biography and activities
before and during the First World War. Hiley argues that Girdwood’s status as the first
official cinematographer on the Western Front has been forgotten since the end of the
war for two reasons: one, the British government disapproved of the way Girdwood
staged scenes for the camera and two, the films of Geoffrey Malins and Edward Tong
were widely successful and popular across Britain after Girdwood left the front and
continue to dominate scholarly discussion. While the article’s primary purpose is to
explain Girdwood’s film production during this period, it also sheds light on how
Girdwood was able to produce stereographs on the Western Front, a topic about which
there has been nothing else written. No articles have established the circumstances in
which Girdwood founded the Realistic Travels stereograph company or how he came to
give the company its name.

John Plunkett's article, “Selling Stereoscopy, 1890-1915: Penny Arcades,
Automatic Machines and American Salesmen” (2008) details the revival of the

stereograph as a popular form of entertainment in the 1890s until the end of the First

® “The Great War in Stereoviews: Realistic Travels,” from Great War Photos (n.d.), http://www.greatwar-
photos.org/RealisticTravels.htm (accessed June 2011).
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World War. Plunkett credits the re-emergence of the stereograph as a popular form of
entertainment in rural areas of Britain and the United States as a result of the,
‘innovative means they [stereograph companies] used to update the marketing,

"4 Girdwood'’s

packaging and distribution of stereographs and reach rural consumers.
role in the stereograph revival is detailed in the article, which has been integral to an
understanding of the status of the stereograph in society at the end of the First World
War.

There has been much written about the ways in which physical memorials and
the memorabilia of the First World War act as sites and objects of remembrance and
mourning. For example, Jay Winter, a professor of history at Cambridge and founder of
the Historial de la Grande Guerre at Péronne, a museum dedicated to the Battle of the
Somme, argues in his book, Sites of Memory, Sites of Mourning: The Great War in
European Cultural History (1995) that people sought to find solace in their memories of
the First World War following its conclusion in acts such as the building of public
memorials. While his work does not explicitly deal with photographic production during
the War or how it was understood afterward, it does discuss the use and need for
objects, such as art and monuments, as physical representations of the war experience.
Winter writes, “In the years following the war, in the face of the army of the dead, the
effort to commemorate went beyond the conventional shibboleths of patriotism. Yes,

these millions died for their country, but to say so was merely to begin, not to conclude,

the search for the ‘meaning’ of the unprecedented slaughter of The Great War.” This

* John Plunkett, “Selling Stereoscopy, 1890-1915: Penny Arcades, Automatic Machines and American
Salesmen,” Early Popular Visual Culture 6, no. 3 (2008): 240.

® Jay Winter, Sites of Memory, Sites of Mourning: The Great War in European Cultural History,
(Cambridge: University Press, 1995), 2.



search for meaning informs the ways photographs, as physical and emotional objects,
during and after the First World War, were created for both the personal war albums
and the stereographs, uses that will be discussed in this paper. Winter's analysis of the
commemorative objects of war has influenced other scholars since its publication in
1995. For example, Contested Objects: Material Memories of the Great War (2009) a
compilation of essays published by Nicholas J. Saunders and Paul Cornish, takes its
cue from Winter's work. Each essay considers a different type of object, such as war
medals, trophies, trench art and panoramic drawings, as tools for remembrance and
understanding. Although there are no essays specifically about photography,
photographs play an important role in illustrating ideas throughout the book. For
example, in John Schofield’s essay, “Message and Materiality in Mesopotamia, 1916-
1917: My grandfather’s diary, social commemoration and the experience of war” the
author analyzes his own grandfather’'s writing during the First World War as an
archaeologist would analyze artefacts, exploring the many layers of the object and how
material culture is conveyed through personal writing. While Schofield’s essay is
interspersed with images of his grandfather, he does not seek to consider what his
grandfather’s photographs could tell him about his experiences of war, focusing instead
on his words. These two books show that scholars have been interested in making the
connections between physical objects and war, however, few have discussed the First
World War in relation to photographic objects (meaning objects that were constructed
using photographs).

Photography executed by soldiers during the war is not a subject that has been

written about extensively. Sandy Callister, a historian from the University of Auckland,



has written articles and a book about the photographic production of New Zealand
soldiers during the war. Two of her major works are, The Face of War: New Zealand's
Great War Photography (2008) and “Picturing Loss: Family, photographs and the Great
War”, an article published in Round Table in 2007. Callister’s writing focuses on how the
memories of New Zealand soldiers, who died during the war, were immortalized through
their photographs, both those that were sent home from the front and studio portraits.
She focuses her research on family photographs and a set of lantern slides that were
donated to a photographic archive in Auckland. As there is very little scholarly
information that concerns the cameras used by soldiers used during the war, Callister’s
discussion of the “Soldier's Kodak”, a vest pocket autographic camera that was
specifically marketed towards soldiers at the time is informative. Another article written
on the topic of soldier photography is Andrew C. Rodger’s “Amateur Photography by
Soldiers of the Canadian Expeditionary Force”, published in Archivaria in 1988.
Rodger's discussion focuses on the photographs of Horace Brown (1880-1919),
exploring what Brown took photographs of during the war, a collection that is
representative of what one finds in many war albums. Rodger’s analysis of the political
and social climate in which photographs were taken during the war is insightful and calls
for further research to be done in order to answer questions about how photographs

and film were transported and developed during the war.



Methodology

In 2004, the Art Gallery of Ontario (AGO) acquired four hundred and ninety-five
groups of photographic objects produced by British, German, French, American,
Russian, Polish, Czech and Canadian individuals during the First World War. These
photographic objects include albums, groups of loose photographs, press images and
single photographs. As Realistic Travels was a British company it was beneficial to
compare these stereographs to albums of the same nationality. In addition to this, |
chose to concentrate on the British objects in order to focus the scope of any inquiry to
a single country. | decided to compare a set of stereographs to personal photograph
albums because they were each created with very different and specific audiences in
mind. Upon undertaking this project, | presumed that this fundamental difference would
allow me to create clear distinctions between how these two types of photographic
objects were produced.

Initially, I completed an inventory of all one hundred First World War British
photographic objects in the AGO’s collection. As they had not yet been catalogued, |
created brief cataloguing records for each object that complied with the AGO’s
cataloguing standards. Through cataloguing, | identified information such as, the maker
(when possible), dates of production, dimensions, processes used, number of pages
and quantity of photographs in each album. | then updated each album’s record in the
AGQO’s database, The Museum System (TMS), with this information and added
biographical sketches to each album maker’s constituent record if it was known.

In consultation with Assistant Curator, Photography, Sophie Hackett and

Collections Manager, Liana Radvak, | assigned subject terms to each album’s record.
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Subject terms included the period of conflict, branch of military service, activities and
specifications, such as aerial bombardment, and equipment and supplies, such as
airplanes. Because the AGO had not yet established a controlled vocabulary for First
World War photographs, | consulted the controlled vocabulary established by Marc
Boulay in his 2006 Photographic Preservation and Collections Management Master’s
thesis, “Description of War Photographs: Designing a List of Subject Headings”. Boulay
developed his list for large institutions like the AGO that are not specialized in, but
maintain significant holdings of war photographs. He limited his scope to reflect the
subject of war as it is represented in photographs. This approach was not reliant on
context, but on the content of the photographs themselves. In Boulay’s subject list he
organized the vocabulary in a hierarchical arrangement and created five access points
which contain a number of qualifying terms within the hierarchy. The five access points,
which represent the first tier in the hierarchy, are: “Period and Conflict’, “Place”,
“Nationality of Participants”, “Nationality of Equipment Origin or Implementation” and
“Service”. Located in the second tier are the terms “War (military aspects)” and “War
(civilian aspects)”®. From these first and second tier terms, users can identify more
narrow terminology to describe the specific objects they catalogue. Boulay consulted
both thesauri compiled by the Library of Congress and the Getty Research Institute as
well as dictionaries of military terms to develop this subject list.

To be applied to TMS, | needed to amend these subject terms to align with those
terms already inputted into TMS, while other subject terms were added to the database

by Collections Manager, Liana Radvak, based on the terms | applied using Marc

® Marc Boulay, “Description of War Photographs: Designing a List of Subject Headings” (master’s thesis,
Ryerson University, 2006), 20.

11



Boulay’s list. Cataloguing and applying subject terms not only allows for the increased
accessibility of these objects to staff and researchers, but also served to help me hone
the direction of my thesis project.

| then created an inventory of the stereographs in the AGO’s collection on an
Excel spreadsheet. Items included in this inventory were volume number, series title,
sub-series title, sequence number and caption (please see Appendix A.1 to A.5 for the
inventory lists that were created for the stereograph series analyzed). By completing
this inventory, | was able to establish which stereographs are held at the AGO and how
many of these could be placed into their original series (as compared to the volume and
series list found on the Great War Photos website’). | could then reorganize the
stereograph list into its original sequence and physically re-house the objects to reflect
this organization. Through this work | also discovered that multiple versions of the same
stereograph exist for some cards.

Through the process of cataloguing the albums and inventorying the
stereographs | was able to determine interesting relationships between the two bodies
of work. From the 1850s until the First World War, the stereograph was considered one
of the most successful commercial applications of the photographic medium. By the
First World War, it was slowly being replaced by new technology, such as the cinema,
the illustrated news and the personal hand-held camera. The public’s newfound ability
to photograph their world without complicated cameras or chemistry allowed them to
capture images of whatever they pleased. For this reason, the First World War

represents the only conflict in which these two modes of photographic production

"“The Great War in Stereoviews: Realistic Travels,” from Great War Photos (n.d.), http://www.greatwar-
photos.org/RealisticTravels.htm (accessed June 2011).
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overlap. My research indicated that censorship played an important role in the
production of photographs at the time. This in depth survey of the materials allowed me
to explore these restrictions at work and to find some interesting points of comparison.

| selected five personal albums out of the one hundred British objects (for
cataloguing records for each album please see Appendix B.1 to B.5). These five albums
represent key aspects of the collection of British aloums as a whole, in terms of who
created them, what their content depicts and in the types of photographs used in their
construction, be it official or snapshot.

In Martha Langford’s 2001 book, Suspended Conversations: the Afterlife of
Memory in Photographic Albums, the author identifies three categories in which albums
may be divided. These are official albums, specialty albums and personal albums®. The
term ‘official album’ relates to albums produced for a particular cause by an official
government body. An example of an ‘official album’ from the AGQO’s British First World
War collection is the Engines album by the Royal Naval Air Service. This album
contains photographs of airplane motors and machinery in front of blank backgrounds
and was produced by an official government body. ‘Specialty albums’ also function for
specific purposes; however, they are of a particular subject or area of expertise and
were not created for official government bodies. For example, in the AGO’s collection
there is an album produced by the company Neptune Engine Works titled Neptune

Works 1914-1915, 1921. The album features large photographs of ships that were built

by the company during the First World War. There is no strong evidence that this album

was produced for any official means, however it can be presumed that it was

® Martha Langford, Suspended Conversations: The Afterlife of Memory in Photographic Albums

(Montreal and Kingston: McGill-Queen’s University Press, 2001), 6.
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commissioned by the company, presenting a single area of focus. The term ‘personal
album’ relates to albums created by individuals to reflect the, “predilections and
experiences of the compilers whose collections, memoirs, travelogues or family

histories they are.”

This type of album is the type that best describes most of the
objects from the AGO'’s collection and is hence the focus of my analysis in this thesis.

As | previously stated, the AGO’s First World War collection contains one
hundred British photographic objects including photograph albums, loose photograph
groups, press photographs and single photographic objects. | divided the collection into
four groups, based on Martha Langford’s categories. Originally, | assumed that all
objects in the collection were photograph albums, however, upon cataloguing; |
discovered that almost a quarter of the works accessioned in the collection are not
albums, but are in fact either single photographs, loose press photographs or loose
photograph groups that no longer exist in their aloum form due to their derelict condition
upon entering the museum’s collection. The photographs in this group cannot be
applied to this thesis because they have been separated from their original album
construction and therefore | would be unable to analyze the context of their production.
Approximately twenty of the remaining albums were then assigned to the official and
specialty album categories, such as the albums previously discussed. The personal
albums represent the last category and constitute just over half of the British albums in
the AGQO’s First World War photography collection.

| then further divided the personal albums into groups based on the locations

they depict. Approximately five albums depict locations such as China, India and

America. These areas existed outside of direct British censorship control and thus fall

° Ibid.
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outside the scope of this investigation. About eighteen albums illustrate the conflict in
the Middle East, Africa and Turkey; five of which feature the conflict during the Gallipoli

Campaign. The album titled Dardanelles 1915, 1916, 1919 (Appendix B.1) from this

group was produced by a Royal Flying Corps (RFC) aviator and features personal
photographs on base, and out of planes, and of crashed planes and landscapes. This
album was selected because it features a wide range of photographs, is extensively
inscribed and depicts the Gallipoli Campaign both from the ground and from the air,
which are two perspectives featured in all personal albums from Gallipoli. There are
three Gallipoli 1915 series in the Realistic Travels stereograph set. The AGO’s
collection contains two of these series (Volume 2, Series 2 and Volume 5, Series 2)
(Appendix A.1) that will be analyzed in comparison to the Dardanelles album.

Of the remaining albums, fifteen depict the Western Front, an additional fifteen
were produced by military personnel within Britain and five depict both locations.
Albums created in Britain generally fall into three groups: those taken from the air, those
of daily life on base and those that include pictures of both subjects. The two albums |
selected to represent the Home Front reflect these subjects. The first album titled 6"

Brigade Royal Air Force (Appendix B.2) was produced by Royal Flying Corps

technician, Ernest Haghe. This album contains photographs taken in Britain of a
German Zeppelin crash. This event is depicted in the Aviation series (Volume 1, Series
3 and Volume 2, Series 13) (Appendix A.2) of the Realistic Travels stereograph set. The

other album made in Britain depicts the life of a soldier on a training base and is titled

Personal Album, Aigburth Hall (Appendix B.3). The alboum was made by a pilot with the

Royal Flying Corps named Eric Brownlee Brodie who was stationed at a training facility
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in Northern England. The album contains snapshots of airplane crashes, informal
portraits of his fellow aviators and their daily life on base. This album presents the other
type of album produced of and in Britain during the war: that of photographs taken
within the confines of a training facility. The viewpoint featured in the Aigburth album is
not represented in the stereograph set.

| was not able to group albums produced on the Western Front as definitively as
those albums made by soldiers stationed in England. A small portion of the albums
were made by medical personnel such as doctors and nurses, another portion by Royal
Flying Corps photographers, a group by soldiers on the front line and another group by
soldiers stationed away from the front line on airfields or at the second or third lines of
defence. Many of the albums contain photographs whose topics and types of makers
overlap. | selected two such albums for analysis. The first is by an unknown officer with

the British Indian Army and is titled Government of India, Railway Department

(Appendix B.4). This album depicts a soldier's experience of the Western Front from
when he enters the war as an officer to his eventual transfer to the Royal Flying Corps.
This album will be compared to the stereograph series, Western Front: 1914-1915
(Volume 1, Series 1) (Appendix A.3). The comparison of these two objects will be
informative because their photographs were made at the same time and in close
proximity to one another. The other Western Front album that | selected was made by a

soldier named M.A. Hayward and is titled Western Front Eclectic (Appendix B.5). Unlike

the album by the British Army Officer, this alboum does not picture the front line or
extensive aerial perspectives of the Western Front. It is from the viewpoint of a soldier

who was not in the midst of the fighting. Hayward was stationed at a Royal Flying Corps
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base in Dunkirk, France and although his exact military role is unclear, he photographed
the landscapes and ruined cities of the Somme, Cambrai and Lille from 1917 to the end
of 1918. These two albums are particularly representative of the albums created by
soldiers on the Western Front because they exemplify the complex conditions under

which soldiers were able to photograph their experiences in France and Belgium.

17



Part 2. Analysis
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The Realistic Travels Stereograph Set

Stereographs were one of the most popular and successful commercial applications of
late 19™ Century photography. They became popular because they could be used as
educational tools and because they provided an affordable source of home
entertainment.’® Stereographs peaked in popularity during the 1850s and 60s and
steadily declined until undergoing a period of revival during the late 1890s lasting
through the First World War only to lose popularity after its end. Initially their popularity
waned because of market saturation and a lack of standardized formats, however they
experienced a revival in popularity not for any fundamental change to the format, but as
a result of innovative marketing, packaging and distribution.** Integral to this revival was
an entrepreneur by the name of Hilton DeWitt Girdwood. Girdwood first worked for
Underwood & Underwood as a stereograph salesman and later became the founder
and managing director of the company Realistic Travels, which produced the
stereograph series. As Girdwood has been recognized as the only figure associated
with the Realistic Travels stereograph set, his biography is significant in the analysis of
their content.

Hilton DeWitt Girdwood was born in Ontario, Canada in 1878. In 1900, after
receiving a teaching certificate from Kalamazoo College, a small liberal arts institution,
Girdwood left North America and worked as a commercial travel photographer for a few
years in Europe, India and South Africa. In 1903, he travelled to India to photograph the

Delhi Durbar and photographed the Prince and Princess of Wales as they travelled the

1% Robert Hirsch, Seizing the Light: A History of Photography (Boston: McGraw-Hill Higher Education,
2000), 92.
1 Plunkett, “Selling Stereoscopy,” 240.

19



continent.* It was this connection to India that led him to be involved in photographing
the war in 1914. Access to the Western Front for press and commercial photographers
was closely guarded from August 1914 until the end of the war. The Realistic Travels
stereograph set then is a perplexing body of work as it spans the entire war and is
considerably focused on Western Front content. Girdwood, a cunning businessman,
knew that the war would be a lucrative venture for someone with his skills if he could
gain access to areas of conflict that were unavailable to other photographers.

Early in the conflict, British officials feared that the Indian troops stationed in
France might be prone to revolt. General Headquarters proposed that, a “committee
should be established to arrange the production of patriotic films ‘showing Indian troops
in the field’ so that these examples of imperial cooperation could then be exhibited both
in France and in India, as counter propaganda.”*® In September 1914, Girdwood
petitioned the War Office and the India Office amid these reports stating, “the only
method of combating the spirit of unrest is by the circulation (of photographs) to all the
illustrated vernacular papers in India.”** Despite initial resistance, the War Office finally
agreed in May 1915 that Girdwood could travel to the front for the purpose of taking
photographs and films of the Indian Corps. Although only permitted by the War Office to
travel to the front under the capacity of cinematographer for ten days, Girdwood
anticipated that he would be able to extend his contract. He packed new cameras, an

expensive set of lenses, stereoscopic cameras and enough film and glass plate

2 Nicholas Hiley, “Hilton DeWitt Girdwood and the Origins of British Official Filming,” Historical Journal
of Film, Radio and Television 13, no. 2 (June 1993): 2.

'* Hiley, “Hilton DeWitt Girdwood,” 2.

 Ibid.
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negatives to last for a prolonged period of time.*® Girdwood arrived at the front in July
1915 and remained there for two months until he was forced back to Britain after losing
the favour of those in command at the War Office. It became known that he had staged
scenes for the camera'®, which the military censors disliked because they feared the
public would begin to view those photographs the military officially sanctioned with
contempt®’.

Girdwood is remembered as being the first official British cinematographer of the
First World War and known for having produced the first official film of the conflict (it no
longer exists). However, he also took many photographs while filming and these
became the basis for the Realistic Travels stereograph set. The complete Realistic
Travels set contains six-hundred stereographs that were sold in smaller editions of one
hundred, two hundred, three hundred, four hundred and five hundred.*® The first volume
(Western Front 1914-1917) is the only volume in the set in which the series are
organized chronologically. As this volume contains the series Postwar Ypres, it is
probable that all volumes were issued after the war. However, it is difficult to date
specific sets. The only clue can be found in the Realistic Travels logos found along the
left and right edges of the cards.

The maijority of the Realistic Travels stereographs in the AGO’s collection display
the earliest logo used by Girdwood after he adopted the Realistic Travels name. During

the Boer War (1899-1902), Girdwood published stereographs under his own name,

' Ibid.

'® While Girdwood was filming on the Western Front, there were two confirmed instances of the use of
soldiers to stage attacks on training grounds. | will discuss this point further in the Western Front section
of this thesis.

7 John Taylor, War Photography: Realism in the British Press (London and New York: Routledge,
1991), 44.

'8 “The Great War in Stereoviews: Realistic Travels,” from Great War Photos (n.d.),
http://www.greatwar-photos.org/RealisticTravels.htm (accessed June 2011).
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“‘H.D. Girdwood B.A. Publisher”, and indicated that he had offices in, “London, New
York, Toronto, Cape Town and Bombay”*. The Realistic Travels logo in the AGO’s set
is printed along the left edge in serif font with the company name printed in capital
letters and the company offices printed underneath. In the Realistic Travels cards, the
New York office was replaced by an office in Melbourne. In the centre of the company
name is the company’s trademark with the slogan, “We Aim High”. This logo can be
found on the earliest Realistic Travels stereographs and was most likely used for the
first few years following the war.?

The first volume of the stereograph set contains those images photographed by
Girdwood while he filmed on the Western Front. These stereographs are in the Western
Front 1914-1915 (numbered 1 to 33) and represent the only stereographs he is known
to have photographed. Girdwood could not have photographed the other locations
featured in the set because he spent the remainder of the war travelling around the
British countryside screening his film of the front for audiences eager for moving images
of the war.?! All other stereographs in the set were most likely commissioned by
Girdwood from photographers in other theatres of war that were not under the same
sanctions as photographers on the Western Front, such as in Gallipoli and Iraq and
from photographers that had been given permission to visit the Western Front when it
opened up to a reserved number of press photographers later in the war. He was also

able to purchase the rights to images from other stereograph companies such as

¥ “Realistic Travels Company Markings,” from Great War Photos (n.d.), http://www.greatwar-
przlgtos.org/ReaIisticTraveIsLogos.htm (accessed June 2011).
Ibid.
?! Hiley, “Hilton DeWitt Girdwood,” 7.
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Underwood & Underwood?. As Girdwood was also known for fabricating scenes, it is
unlikely that every stereograph was produced in the place indicated or that the caption
truly reflects its subject.

The stereograph series that are of particular interest in this thesis are:
1) Western Front: 1914-1915; Volume 1, Series 1; Appendix A.3
2) Postwar Scenes Of Western Front Battlefields, Memorials, And Cemeteries; Volume

4; Appendix A.4

3) Gallipoli 1915; Volume 2, Series 2 and Volume 5, Series 2; Appendix A.1
4) Home Front; Volume 5, Series 14; Appendix A.5
5) Aviation; Volume 1, Series 3; Appendix A.2
| chose these five series because they depict three locations where photography was
treated in distinctly different ways by the military censor. The Western Front: 1914-1915
series illustrates the Western Front during the first two years of the war. It also
represents the series photographed by Girdwood when he was assigned there as the
official cinematographer for the War Office. The particular control that Girdwood faced
has been documented and will be explored in relation to the stereographs he produced
there. The Gallipoli 1915 series depicts a theatre of war in which there were few
restrictions placed upon photographers and will therefore provide an informative counter
discussion to the Western Front series. The Aviation series contains photographs that

depict an event in Britain while the Home Front series features other events within

Britain and will thus both reveal the effects of censorship on the Home Front.

?2 |t is not known which, if any, photographs Girdwood purchased from other stereograph companies. A
comparative survey has yet to be undertaken; however this type of study would prove insightful.
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Albums

The collecting of photographs in hand crafted albums began to appear soon after
photography’s invention by individuals such as Anna Atkins. However, in 1854, André
Adolphe Eugene Disdéri designed the first commercial alboum manufactured to house
cartes-de-visite as the public amassed large collections of these photographic objects.?
Albums soon became a staple of the late 19™ century home. Makers combined other
objects such as autographs and watercolours with their photographs in albums in an
effort to create a story from their experiences.?* In 1888, with the release of Eastman
Kodak’s first roll film camera and an unparalleled marketing campaign (“You press the
button we do the rest”), photography became available to the public in a cheaper and
more reliable form. The introduction of cameras such as Kodak’s Brownie in 1900 with
its multiple exposures and light weight camera body was significant as it allowed the
user greater freedom from complicated equipment and processing. From the 1890s
onwards, the range of modern, portable cameras increased as Eastman Kodak and
similar companies aimed to improve their cameras and in doing so the definition of the
amateur photographer extended far beyond the gentleman practitioners of previous
decades. Cameras such as the Vest Pocket Kodak, first marketed in 1912, became
known and advertised as the “Soldier's Camera”®. Technical advances made in the
years leading up to the war created an environment in which conflict could be

photographed as it never had before.

28 Langford, Suspended Conversations, 23.

** Ibid, 24.

% sandy Callister, “Picturing Loss: Family, Photographs and the Great War,” Round Table 93, n0.393
(Dec 2007): 665, 677.
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In the first year of the war, it is estimated that one in five soldiers carried a
personal camera with them.?® Like most Britons, soldiers entered the war optimistically.
They presumed that the war would be over by Christmas, 1914 and that their camera
would be there to capture the excitement of being in the action. The war was an
adventure, one that would be worth recording photographically. This would change over
the course of the war, both in the soldiers’ outlook and the accessibility of photographic
materials. Many came to war to document in this manner, however as the war

progressed others found new and stimulating subjects to witness with their cameras.

| selected five albums from the AGO’s collection of British First World War
photographic objects to examine how censorship restrictions visually manifested
themselves in the albums as compared to the Realistic Travels stereograph set. The

following five sections provide a detailed description of each album:

Album: Unknown Maker, Government of India, Railway Department, 1914-1918
(Appendix B.4)

This album was assembled by an unknown maker, who was most likely a high ranking
officer in the British Indian Army?®’. The album cover is embossed in gold with the title,
“‘Government of India / Railway Department / (Railway Board) / Central Publicity Bureau
/ Indian State Railways” and is of a substantial size. While it is unknown how the album
is related to the Government of India’s Central Publicity Bureau, it is clear that the

album’s maker had a connection to India as he photographed the arrival and movement

%% peter Barton, The Battlefields of the First World War: The Unseen Panoramas of the Western Front
(London: Constable in association with the Imperial War Museum, 2005), 49.

" The album contains snapshot photographs of other high ranking officials of the British Indian Army,
such as Major-General Carnegy and Lieutenant-Colonel Strickland, who were both in command of the
Jullundur Brigade from 1914-1918. For the maker to have such intimate access to these high ranking
officials, he would have had to hold a comparable rank.
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of the 15" Sikh Regiment (Figure 1, Page 8, top right corner) and 59™ (Scinde) Rifles
Frontier Force (Figure 1, Page 8, bottom left corner), which were both affiliated with the
Jullundur Brigade?®,

The album begins with official and portrait photographs of prominent individuals
associated with the war, such as Field Marshall Lord French and Admiral Jellicoe,
followed by German photographs of celebrations in Berlin in 1914. By using official
photographs at the beginning of his album, the maker establishes the context in which
the war began and presents those individuals who were in positions of power. It is not
until Page 7 (Figure 2, Page 7, top right) that the maker interjects his own image into the
album’s narrative by including five snapshots of himself in uniform, accompanied by the
caption “Myself 1914”. It is at this point in the album that the viewer is introduced to the
maker’s activities during the First World War. He includes photographs of the arrival of
the Indian Corps in Marseille in 1914 by depicting the boat on which they arrived, a
parade of Indian Troops and of a train carrying the troops titled, “8 chevaux — 40
hommes, the 47 Sikhs on the move” (Figure 3, Page 11, bottom centre). He documents
the train journey to his camp in Laventie, just outside of Lille. There he photographs
their living conditions, his fellow officers, the destroyed town and the surrounding areas
during the winter of 1914-15. He then documents a short trip to England, followed by
photographs taken during the Battle of Loos (September to October 1915) (Figure 4,
Page 20 and Figure 29) and a series of small snapshot photographs of soldiers in the
trenches titled, “In the Trenches at Armentiéres” (Figure 4, Page 21 and Figure 30)

accompanied by an aerial photograph of the area. The mood of the album changes

28Roopa Bakshi, “Jullundur Brigade” The South Asian, http://www.the-south-
asian.com/Jan2002/Jullundur Brigade.htm (accessed June 2011).
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significantly at this point. The first half is heavily annotated with subjects and locations
and contains small snapshot photographs of the maker’s arrival on the Western Front,
training, life at camp and digging of trenches. The album’s focus switches in the second
half (from about the beginning of 1916) from a personal narrative of friends and fellow
soldiers on the front to the war itself as the central subject. The maker includes eight
pages of photographs of ruined buildings without any inscriptions or clues as to the
locations or sources of the photographs. When compared to the first section of the
album, there are no people present in the photographs. The album’s perspective then
changes yet again to that of a pilot. From these photographs it appears that the maker’s
wartime role changed significantly from the British Indian Army to the Royal Flying
Corps. It was perhaps because of his knowledge of photography that he was
reassigned to the newly established Royal Flying Corps to do aerial reconnaissance.
The maker includes two pages of photographs of life on an airplane base, including one
photograph of himself in his pilot’s uniform (Figure 5, Page 32 and 33).

The majority of the remaining album pages contain aerial photographs of the
Western Front, including a bombardment during The Battle of Messines (June 1917)
(Figure 6, Page 45) and before and after aerial images of the Third Battle of Ypres (July
to November 1917) (Figure 7, Page 50). Towards the end of album, the maker again
includes small snapshot photographs taken from his airplane and of his fellow soldiers
(Figure 8, Page 65). The remaining album pages do not include photographs of battles
or soldiers in trenches, but are of the aftermath of the war, ruined buildings and the

return to loved ones.
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The album is an account of one man’s experiences during the war, as he
transitioned from a British Indian Army officer to a reconnaissance pilot with the Royal
Flying Corps. It appears that the maker was given quite a bit of freedom to photograph
what he pleased in the first year of the war. The British Army was interested in
photographs of the Indian regiments because of fears of revolt and, like H.D. Girdwood,

the maker may have been allowed to photograph on the Western Front for this reason.

Album: M.A. Hayward, Western Front Eclectic, 1917-1918 (Appendix B.5)

This album was produced by a soldier named M.A. Hayward who was stationed on the
Western Front from 1917 to the end of 1918. The album opens with a newspaper
clipping titled “lllicit Photographers”. The article is a plea from the government to
soldiers who served in the war to donate the photographs they took there to build the
government’s public photographic record after the completion of the war. By including
this newspaper clipping Hayward signals to the viewer that the photographs contained
within the album were photographed by him, despite government restraints. Hayward’s
inscriptions identify the location the photographs depict; however they are generally not
descriptive of subject matter.

Hayward begins his album by including four pages of drawings of the countryside
at Bray Dunes and the Somme dated 1917 (Figure 9, Page 2 and 3). The following two
pages include photographs taken of the same area, including one photograph of the
Somme that is similar to the drawing of the same location (Figure 10, Page 4 and 5).
These landscape views continue until page 12 when Hayward includes a series of

informal portraits of his fellow soldiers on base on a number of pages. It is possible that

28



Hayward was a member of the Royal Flying Corps whose seaplanes were stationed at
Dunkirk, northern France because the remainder of the album includes views of the
French coastline from the air and planes at rest on the ground; however this cannot be
stated with certainty.

Until March 1918, the album chiefly consists of landscape photographs and
photographs of airplanes, from the air and soldiers relaxing on base. At this point, it
appears that Hayward left the coast and moved into the countryside, closer to the front
line, yet still at a distance from it. He includes photographs of the retreat at St. Quentin
in March 1918 (Figure 11, Page 36 and 37), photographs of a sporting event and
concert performance put on by his unit as well as a series of photographs of the ruined
sites of Lille and its surrounding towns. He concludes his albums with more
photographs of architectural ruins, including photographs of the inhabitants of the city of
Valenciennes, France returning home. Hayward may have photographed these subjects

at the end of the war or after its completion.

Album: Unknown maker, Dardanelles 1915, 1916, 1919, 1915-1919 (Appendix B.1)

This album was produced by an unknown Royal Flying Corps pilot who was stationed
near the Dardanelles during the Gallipoli campaign (April 1915 — January 1916). The
majority of the aloum contains photographs taken by the maker while he was stationed
on Imbros and Mudros, two islands just off the coast of mainland Turkey and parallel to
the Dardanelles Strait. However, the final pages include photographs taken in 1919

after returning to the United Kingdom.

29



The album opens with a formal portrait photograph of the maker’'s squadron.
Here he dates and titles the album, “Dardanelles 1915 — 1916 — 1919”. The album’s
subsequent pages include photographs of his camp and those taken from an airplane of
the island of Imbros (Figure 12, Pages 6 and 7). Unlike the album of the Western Front
(Appendix B.4), this aviator does not include vertical aerial photographs, but depicts the
land beneath his airplane as he would have observed it. While these photographs are
from the oblique vantage point, the land is often obscured by the wing of the plane.?® If
they were taken for military purposes, the inclusion of the wing in the photograph would
obscure any reconnaissance value. It is also possible that these were examples of
photographs he took for pleasure while on a mission. He includes photographs of
soldiers at work and multi-part panoramas of the Turkish terrain (Figure 13, Pages 12
and 13) in his album and there are also photographs of the time that he spent aboard
the H.M.S. Russell (Figure 14, Pages 36 and 37). These are light-hearted in nature and
include a boxing match. Much of the album contains photographs of playful and informal
events, such as, a concert staged by the squadron (Figure 15, Pages 46 and 47) and
Greek farming scenes (Figure 16, Pages 48 and 49). The officer would have been
absent from the battlefield because of his role as an aviator. Heavily featured in the

album is the difficult terrain faced by those stationed in the area (Figure 17, Pages 32

and 33).

? There were three types of photographs taken by aerial photographers in the First World War: vertical,
oblique and panoramic. Vertical photographs were the most widely used type of aerial image. They were
taken directly above the land, giving a two-dimensional view and were used for mapping and tracking the
enemy. Oblique photographs were taken at an angle, be it high or low, and provided a relief impression of
the ground showing terrain such as valleys, hills and woods. Panoramic photographs were used to
capture the same type of view; however a greater area was covered.
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Towards the end of the album, the maker’s focus changes from his own snapshot
photographs of the war to single photographs per page of battleships (Figure 18, Pages
62 and 63). This continues until the final page of the album where Armistice Day is
represented by photographs of men marching with drums and an aerial photograph of
the base where he was stationed in northern England. The album concludes with
scenes of nature in Glen Luce, Scotland (Figure 19, Pages 70 and 71) perhaps
indicating that the maker was either Scottish, stationed in Scotland after the war or

chose to spend his postwar years there.

Album: Ernest Haghe, 6" Brigade Royal Air Force 1916-1919, 1916-1919,
(Appendix B.2)

This album was produced by Flight Lieutenant Ernest Haghe of the Royal Flying Corps
(RFC). The album’s cover contains the emblem of the 6™ Brigade to which Haghe was
assigned in April, 1919%. Each page of the album contains a single photograph with an
inscription below in white pen. The inscriptions are short and concise and reflect the
subject of the photograph. For example, the first page of the album contains a
photograph of mountains with a fleet of planes flying above and is titled, “Over the Alps”
(Figure 20, Page 1).

The album is divided into distinct sections, each containing a significant number
of photographs. The first section contains eight pages dedicated to the crash of three
German Zeppelins in the British countryside in September 1916. Haghe then includes
five informal portraits of his fellow airmen, however it is unknown if any of the men
pictured are Haghe himself as none are identified except “Pt. P Robinson” (Figure 21,

Page 13) who is pictured three times. The next section features photographs of airships

% National Archives, United Kingdom, “Ernest Haghe” Royal Air Force Officers’ Service Records, 1.
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in various positions (Figure 22, Pages 23 and 24). They are often titled merely by the
name of the airship (see “R 34", Figure 22, Page 24) or with a brief description of the
scene (see “R 36 Leaving Hanger” Figure 22, Page 23). This is followed by a section
that features aerial views of battleships and the sea and captioned with titles such as,
“‘Destroyers in Line” (Figure 23, Page 43) and “Battleships” (Figure 23, Page 44). In this
section Haghe includes a series of photographs depicting different kinds of naval
attacks such as depth charges (Figure 24, Pages 55 and 56) and oil slicks (Figure 25,
Pages 61 and 62). This is the largest section of the album. It is followed by a small
number of aerial photographs and concludes with photographs of crashed airplanes.
Haghe’s Royal Air Force Officers’ Service Record indicates that he was not
assigned to a unit until February 1918%, however, there are photographs in his album
that predate his entrance into the RFC. The first section of the album contains
photographs of crashed German Zeppelins in the English countryside, an event that
occurred in September 1916. Haghe’s service record specifies that once he joined the
RFC in 1918, he was assigned the position of technician®* whose role was to service
and prepare the airplanes for flight. In this position it is unlikely that he himself flew an
airplane during the First World War. Therefore, it is probable that he did not make the
photographs used in the album, indicating that he acquired the photographs after the
events pictured and most likely assembled the album after the conflict had ended. While
Haghe did not photograph these scenes himself, he nonetheless chose to use the
Zeppelin crash, which also features prominently in the Realistic Travels stereograph set,

to illustrate his experience of the war.
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Album: Lieutenant Eric Brownlee Brodie, Personal Album, Aigburth Hall, 1918
(Appendix B.3)

This album was produced in Britain at an air training facility in the north of England by
Lieutenant Eric Brownlee Brodie®. Despite the album’s title, Brodie was not stationed at
Aigburth Hall, Liverpool, but was instead located at Normanby, Lincolnshire, close to
Leeds. The album'’s first page states, “Lieut. E.B. Brodie, RFC / Aigburth Hall / Liverpool
| September 18, 1918” indicating the maker's name, birth location and the date the
album was produced. It is carefully composed with snapshots of Brodie’s daily life and
flight training exercises on base in Normanby. All photographs in the album were taken
in England, some from the air and some from the ground, and were made by Brodie

himself.

The album opens with two portraits of the maker in his military uniform
surrounded by snapshots of airplanes. Brodie chose to decorate the pages of his album
with black silhouetted stickers of airplanes and the Royal Flying Corps’ blue, white and
red ringed insignia (Figure 26, Pages 2 and 3). The album’s subsequent pages feature
photographs taken as Brodie was moving in his airplane (Figure 27, Pages 4 and 5) as
is indicated by the blurred ground, buildings and airplane wing. Much of the album
features photographs of the maker relaxing with his fellow aviators and friends at and
near the air training facility (Figure 28, Pages 12 and 13) and are of light-hearted
subjects, such as the time Brodie took his captain’s dog Pearl, who wore her own set of
flying goggles, for a short flight (Figure 29, Pages 14 and 15). Also extensively featured

are photographs of airplanes crashed on the ground (Figure 30, Pages 40 and 41) and

%% National Archives, United Kingdom, “Eric Brownlee Brodie” Royal Air Force Officers’ Service Records,
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flight training exercises and manoeuvres (Figure 31, Pages 42 and 43). The album
concludes suddenly with a single photograph of an airplane at rest and the remaining
pages are left blank. It may have been the maker’s intention to complete the album at a
later date; however on February 11", 1919 Brodie was killed in a flying accident shortly

after being deployed to the British Expeditionary Force on the Western Front. **

A visual analysis comparing the ways these locations are depicted in the albums
and the stereographs will help to reveal how censorship restrictions made an impact on

photographic production.

* Ibid.
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Comparison between the Albums and Realistic Travels Stereographs

It is important to understand that these two types of objects, the Realistic Travels
stereograph set and personal photograph albums, were produced with very different
audiences in mind. The stereographs were produced to be sold to the public both in
Britain and abroad, for the primary intention of H.D. Girdwood’s entrepreneurial
enterprise was certainly to make a profit. The albums, on the other hand, were
produced to be enjoyed and circulated privately.

In addition to their differing audiences, the Realistic Travels stereograph set and
the personal albums served two distinct purposes. While the stereographs were
produced to be used by a large audience, the soldiers who compiled each album did so
for their own personal reasons whether it was to commemorate their time in the war or
to share their experiences with family and friends. Each object is illustrative of the
characteristics that define their intended uses. The stereographs were mounted on the
typical thick card (Figure 32) with a short caption and were sold in large volumes. Each
album is encased in different materials, some are large and incredibly elaborate while
others are simple. All albums exhibit the personal annotations, nicknames and
anecdotes that were intended to be meaningful only to the maker himself. The
stereograph photographer and the album maker faced different kinds of restrictions
throughout the war, which informed who and what their photographs were able to
represent, thus affecting how the wartime experience could be portrayed in each.

As form of photographic object, the stereograph, approached the end of its
popularity, another, the personal album, was beginning to reach its potential. John
Plunkett writes in his essay, “Selling Stereoscopy, 1890-1915: Penny Arcades,

Automatic Machines and American Salesmen” that the popularity of stereographs
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declined in large part due to the, “growth of photography as an amateur hobby, which
diverted interest away from the buying of ready-made stereographs.”® The First World
War represents the only significant world event in which the personal album and
stereograph set overlap. The ways in which people were choosing to remember events
was transforming and the stereograph, with its three-dimensional effects of
representation, was being supplanted by other media such as the illustrated press, the
cinema and the taking and collecting of photographs.

In order to further explore the ways in which these two types of objects may be
compared, it is important to establish the context in which photography was regarded by
the British government at the start of the First World War and how it developed over the

course of the war.

% Plunkett, “Selling Stereoscopy,” 240.
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Photography and the British Government

After the invention of photography in 1839, it took the British government some years to
utilize the photographic medium for military purposes. But years of experimentation and
technical advances in the medium led the British government to increasingly rely on
photography and by the First World War the stage was set to for it to be applied and

used for a multitude of purposes.

l. The Role of Photography: 1855 to 1914

During the Crimean War, the British War Office sent Roger Fenton to the Crimea in
1855 to photograph the war in an effort to provide a more positive view of the conflict to
the public than the one they were reading in the news.*® It was from Fenton’s
photographs that the British government began to realize the potential that photography
held as a military tool because they were able to dictate how public perception of an
event could be conveyed in the press with some level of control.

After the Crimean War, the British Army began to study photography in a much more
serious manner. In the early 1860s the Royal Engineers became the primary military
corps in charge of research into potential military applications of the medium.3” They
travelled extensively across the British Empire lecturing on the use of photography as a
survey tool and experimented with using photography to reproduce plans, to illustrate
reports on topography and to create time-lapse sequences to track large-scale building

projects.® In 1871, the British Army’s School of Military Engineering in Chatham, UK

% Jane Carmichael, First World War Photographers (London and New York: Routledge, 1989), 10.
%" Barton, Battlefields of the First World War, 47.
* Ibid., 47.
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established its first photography department with William Abney at its command®.
However, it wasn’'t until the Boer War (1899-1902) that photography was used for
military reconnaissance on the ground. This operation, referred to as a telephotographic
unit, consisted of two men, their equipment and transportation, often just a bicycle or
donkey.*® While technically innovative and experimental, the military’s applications of
photography before 1914 had not prepared those in command for the massive scale on
which photography could and would be applied to modern warfare in the First World
War.

Advances in dry plate negative technology meant that military and press
photographers were able to go into the field with pre-prepared gelatin dry plates, expose
however many negatives they were able to carry and develop and print them in the field
or back at base. Faster shutters, improved exposure times and better focal lenses also
meant that photographers were able to record different types of subjects that had
previously been unattainable, such as mine explosions and bombs dropping. These
technical advances in photography extended to all types of photographers — press and
amateur photographers alike were able to photograph the realities of war in ways that
had never before been possible.

As fighting advanced into the first year of the conflict, the British government
became increasingly aware of the how little control they had over the transmission of
information from the Western Front to the British public. This was largely due to the fact
that a photograph captured on the Western Front could be available in Britain within a

few short days. The British government thus saw the need to intervene and control the

%9 |bid.
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flow of information. This was done for two reasons: to stop any sensitive material, such
as the location of men in the field, to be transferred into the wrong hands, and to tell an
‘official’ story of the war in order to boost public morale and support for the war effort.
When Britain entered the war, the government had little concept of how technical
advances in the reproduction of photographs — such as the gelatin silver and halftone
printing processes — would expand photography’s role in the transmission of

information, both for the military and the public alike.

Il. The Role of Photography: 1914 to 1919

Over the course of the First World War (1914-1918) the government’s use of the
medium changed dramatically both in how they employed photography for the purpose
of warfare and how it was used and controlled in the exchange of information between
areas of conflict and the public. These developments directly influenced the types of
photographs that were produced during the First World War and in doing so created
very specific records of the war for both individual soldiers and the general public.
Photographs created during the war can be divided into four different types. The first
type includes those photographs taken by military personnel, such as soldiers or
medics, for their own personal use and enjoyment. This type underwent a series of
restrictions as the war progressed. The second type includes photographs taken by
military personnel for the purpose of war, such as reconnaissance and aerial
photography. The third type, photographs taken by press photographers for British
newspapers became highly regulated by the War Office by 1918. Finally, the last type,
photographs taken by official photographers who were assigned to specific theatres of

war by the British government. This type became the primary source of photographs for
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newspapers after the implementation of British censorship policies on press

photography shortly into the conflict.

[l Censorship and the British Government

The policies around the censorship of photography in the First World War developed
gradually as the war progressed and by 1918 were overseen by a highly organized
government body. As Britain moved into the first year of fighting, the government
recognized that some level of propaganda was needed to keep the British public and
those in Commonwealth countries in favour of the government’'s cause. The
organization responsible, the War Propaganda Bureau, was set up in August 1914, but
was better known by the name of its headquarters, Wellington House. Initially, the
Bureau advocated that Wellington House reserve their policies to literature, however,
this approach was deemed to be too narrow and did not address the real issue of the
flow of photographs from the front to Britain. As it became apparent that the war was no
closer to an end and Britain no closer to victory, it was essential that the British
censorship effort be broadened to include photography. The Foreign Office, the parent
organization to Wellington House, decided that the best way to deal with the issue of
photography was to put official photographers on the front whose photographs would be
censored and the improved images would be offered to press agencies. All other
photographers would be banned. Official photographers, of which there were no more
than twenty-two by the end of 1918, entered the Western Front in 1916. This approach
resolved the War Office’s main concern over content and quantity control of
photographs, but still provided images of the front line to the public and the press who

demanded them. Wellington House underwent two transformations over the remaining
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years of the war, becoming the Department of Information in 1917 and the Ministry of
Information in 1918.%

While these developments were taking place within the British government, laws
were also changing for the independent press and for the stereograph and amateur
photographers in the field. On August 11, 1914, the Secretary of State for War, Field
Marshall Lord Kitchener declared an official ban on press photography on the Western
Front as a means to maintain a high degree of confidentiality in the area.** A complete
ban, however, would prove to be impossible to uphold as the demand for photographs
of the Western Front in Britain was palpable. While the illustrated press demanded
photographs of the war in order to fill the pages of daily newspapers®, the public
desired images of the war to act as surrogate information about the war and their loved
ones there. In May 1915, Sir Douglas Haig, commander of the First Army, gave special
permission to a military correspondent from the Times, Charles Repington, to enter the
front and cover an area barred to other correspondents. Going against Haig’s orders,
Repington published an article about an artillery observation post in Lacouture. Soon
after the story was published, the post was shelled by the Germans and Haig declared
that no correspondents be allowed to come close to the front or have access to the First
Army.** While a select number of photographers were permitted to enter France and
witness the conflict, they were relegated to the second line of defence and training
areas. This meant they were denied access to a significant portion of the British line.

Because of the restrictions on press photographers, press agencies often appealed to

*1 Upon the end of the war, the Ministry of Information was closed and the collection of photographs
they had amassed over the course of the war became the basis for the Imperial War Museum, London.

2 Carmichael, First World War Photographers, 26.

3 One newspaper, The lllustrated War News, was specifically devoted to the conflict.

* Hiley, “Hilton DeWitt Girdwood,” 4.
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soldiers for their photographs taken on the front and frequently staged competitions with
financial rewards.

Personal photography was generally frowned upon during the first year of the
war, but the decision to allow it was primarily at the discretion of those in command of
individual units. However, by June 1915, personal photography by soldiers was strongly
disapproved of and only one camera was allowed per battalion. At this time Lieutenant
Skeggs of the 3" Battalion, Rifle Brigade wrote in a letter home:

We hear that we are to be restricted to one camera in each battalion. |

suppose | shall have to rely upon Trotter for pictures to send you from

now on, as he has been awarded the dubious honour.*
By the end of 1915 having a camera on active service was an offense that could be
deemed worthy of a court martial, although cameras were still permitted beyond the
front line on training bases and in hospitals.

Censorship restrictions influenced the nature of photographic production during
the First World War and affected press, amateur and military photographers alike. The
rapid use and development of new photographic technologies created photographic
objects that engaged a number of sources be it from photographs taken for the purpose
of war, from the amateur camera or from official sources. A firm understanding of how
different types of photographic productions were censored during the war is necessary
in order to discuss albums and stereographs that contain photographs produced in this

time period.

> Barton, Battlefields of the First World War, 50.
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The Western Front: 1914-1918

The Western Front was, without contest, the most important theatre of war during the
First World War. The war was sparked by the assassination of the Austro-Hungarian
Archduke Franz Ferdinand in Sarajevo however its causes had been building for many
years. The complex arrangement of treaties between the major European powers,
including Great Britain, France, Germany, Russia and Austria-Hungary, had degraded
over the past century and the Archduke’s death became the catalyst that started the
war. It was the heart of the conflict and while vast operations existed in other countries
such as Turkey and Poland, whichever power controlled the Western Front would be
victorious. The front line stretched in variable forms over the course of the war from the
coast at Nieuport, Belgium to the Swiss border. Deployments stationed at the Western
Front were the British, which included the Canadian, Australian and Indian Armies, the
Belgians, the French and the Germans. The British were located in the most northern
section of the line, which spanned from Nieuport to Neuve Chapelle by 1915 and
stretched as far south as Amiens in 1918.%° With so much focus on the Western Front,
the flow of photographs from it was immediately a cause of concern for high ranking
military officers.

Early into the conflict, Sir Douglas Haig, the Secretary of State for War, who
possessed an inherent distrust of photographers, declared that there would be an
official ban on press photography at the Western Front as a means of controlling the
flow of information being passed between Britain and the front.*’ Although there were

isolated instances of press agents who joined specific battalions in the first year of the

“° 3.M. Winter, The Experience of World War | (New York: Oxford University Press, 1989), 16.
" Carmichael, First World War Photographers, 26.
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war*®, members of the British press were generally banned from the Western Front. For
this reason, British newspapers starved for photographs of the front sought images from
other sources, such as from French agencies or from soldiers who had brought their
own vest pocket camera with them®®. While personal photography was discouraged in
the first year of the war, the decision to allow it was that of those in command of the
individual units. Both of these options were unappealing for those in power at General
Headquarters (GHQ) because they had very little control over what photographs were
being supplied to the press. In an effort to control and dictate the photographic story of
the war to the British public, General Haig relented, allowing small groups of
photographers to visit the front for six days at a time>°. However, the press were still
denied access to the First Army, the army that was closest to the front line. This issue
was later rectified by the appointment of official photographers in 1916 that were
permitted to photograph the First Army, but with strict shooting schedules and whose
negatives were carefully censored by the Foreign Office. It was in this climate that the
Realistic Travels stereograph set and personal soldier alboums were produced.

Both the album produced by an unknown officer of the British Indian Army,

Government of India, Railway Department, and the stereograph series Western Front

1914-15 (Volume 1, Series 1) contain photographs that were purportedly created in the
first two years of the war. Both bodies of work possess a strong link to the British Indian
Army. As was discussed previously, Hilton DeWitt Girdwood, the founder of the
Realistic Travels stereograph company, was permitted to enter the Western Front in the

summer of 1915 to film the Indian Corps. When Girdwood first arrived, he was supplied

*® Ibid.
“9 Taylor, War Photography, 46.
* |bid., 42.
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with a schedule by GHQ Press Officer Lieutenant Colonel Alexander Stuart and Captain
John Faunthorpe, the Assistant Press Officer, his escorts on the front.>* Girdwood was
forced to sign an agreement upon his arrival stating that all films and photographs he
took while at the front were the property of the War Office. For this reason, all
stereographs that utilize photographs of the Western Front by Girdwood at this time
either have a stamp at the lower left or lower right corner of the card stating, “Crown
Copyright” (Figure 32). These stamps are visible on stereographs numbered one to
thirty-three. This stamp indicates which stereographs were photographed by Girdwood
at the Western Front and they are the only stereographs in which the photographer and
the circumstances in which they were produced are definitely known.

By tracking Girdwood'’s filming schedule as established by Nicholas Hiley in his
article, “Hilton DeWitt Girdwood and the Origins of British Official Filming” the formation
of the stereograph series may also be determined. On his first day on the front,
Girdwood photographed the First Seaforths Bomb Gun Section as they fired trench
mortars. The photographs he took while with them are represented in the first five
stereographs in the series (Figure 33 and Figure 34). Girdwood soon became unhappy
with the lack of freedom he was given to work on his own, stating that he was, “not
allowed to visit the firing line or even first or second line trenches, so that the nature and
quality of the subjects are for the most part not very interesting.”®® At his request,
Girdwood was allowed to photograph a section of the front line that was under the

control of the Indian Corps, only eighty yards from the German trenches, near

*! Hiley, “Hilton DeWitt Girdwood,” 4.
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Laventie.>® Elated to be so close to the enemy, he filmed extensively. Stereograph 19
(Figure 35) depicts this attack. The stereograph is captioned, “Indian bombers holding
important sector near Neuve Chapelle come under Bosche shell fire” and represents the
only confirmed photograph in the series of a non-staged moment of conflict. The
photograph was taken from behind the soldier’'s backs as they sheltered themselves
from enemy fire and a large plume of smoke rises in the distance, on the other side of
the trench line. Girdwood’s joy at being able to capture this moment reflects his
understanding that it would possess considerable commercial value, as he was the first
motion picture cameraman allowed on the British front line.

In September 1915, Girdwood was given the opportunity to photograph and film
the Second Battalion of the Leicester Regiment, a British troop that had just arrived from
India. Girdwood photographed the Second Leicesters in a staged attack that was made
to look like the front line, when it was in fact near their billets, far from the German
trenches.® This scene is depicted in stereographs 23 to 26 and contains inscriptions
such as, “The Leicesters' fine charge baffles the Kaiser's bid to wipe out the Old
Contemptables [sic] at Ypres” (Figure 36) and “The price of victory!—Brave lads who fell
in an early morning raid on the German lines” (Figure 37). Stereograph 23 (Figure 36)
depicts the Second Leicesters going ‘over the top’ into no man’s land, a dramatic scene
that was very popular with the public who were “tired of ordinary war pictures”® —
meaning photographs taken from the second or third line of defence of rear services
and soldiers in their billets. The public and the press alike craved dramatic images of

conflict such as shellfire and combat on the battlefield. In this event with the Second
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Leicesters, the British soldiers were even supplied with German uniforms to complete
the picture.®® This staging proved to be Girdwood’s final assignment on the Western
Front. He was ordered to leave soon after and not permitted to return, as Haig and
those in power at GHQ did not condone these types of staged scenes.®” Once back in
Britain, the India Office declared that “his stereocards and films were poorly suited to a
propaganda campaign in rural India and suspicion began to grow that he in fact was
intending ‘to exploit his own ends financially’ by releasing this material onto the British
market”.>® In these stereographs of the Western Front, Girdwood’s intentions were
clear. He produced these stereographs as a commercial endeavour and because of
restrictions placed on him by the British government his depiction of the war was more a
reflection of those opportunities presented to him, rather than a thoughtful narrative
construction.

The album created by an unknown officer with the British Indian Army titled on

the cover Government of India, Railway Department, contains photographs that were

taken in the same locations as Girdwood’s stereographs and during the same time
period although the album predates Girdwood'’s trip to the Western Front by just over
half a year. The maker arrived at the front in the fall of 1914 and immediately began
photographing his fellow soldiers, their movements and activities. In the first year of the

war, personal photography by soldiers on the Western Front was frowned upon by Haig

*® Hiley, “Hilton DeWitt Girdwood,” 9.

> Although Girdwood was under the supervision of Captain John Faunthorpe, who would have arranged
the session with the Second Leicesters, all blame fell to Girdwood. After passing through the War Office
censor upon Girdwood’s departure from the front, his film was deemed unsuitable for publication in
Britain, but was approved for the Indian market. Despite this, Girdwood screened his film to UK audiences
at his own expense without the support of the British government. How he was able to circumvent the
military’s unfavourable perception of his film is unknown.

*® Hiley, “Hilton DeWitt Girdwood,” 3.

47



and those in power at GHQ.>® The decision to allow photography by soldiers was left up
to those in command of specific battalions and, since one in five soldiers entered the
war with a camera®, it was only loosely enforced. The officer photographed his
surroundings extensively during his first few months he was at the front. He
photographed his battalion’s movement to a camp near Laventie and their living
conditions (Figure 38). For example, the photographs in Figure 38 depict army officers
standing in front of their tents, Indian soldiers waiting for a meal and machine gun
practice. In his first few months on the front, the maker photographed the types of
scenes that were precisely the ones that Girdwood avoided, as they were not exciting
enough to capture the attention of the British public. Given the opportunity, many
soldiers chose to photograph light-hearted subjects. Richard Chalfen writes in his book,
Snapshot Versions of Life, that soldiers often photograph for those back at home. He
guotes an Army Private stationed in Germany between 1968 and 1970, “Reflecting
back, I now see that they (179 snapshots) were taken mostly for my family back home,
to see me in my new home.” In this way, by photographing his camp and daily
activities, the British Indian officer was documenting his new home. In his photographs
of cheerful subjects the officer reflected a general attitude towards the war that many
held in the first year of the conflict. First World War historian, J.M. Winter refers to the
first year of the war as the “war of illusions”®. He discusses how many individuals
entered the war under the assumption that it would be over by Christmas. None were

prepared for the type of industrialized conflict that would ensue over the next four years.
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Many soldiers who entered the conflict in 1914 came to the front with their cameras;
prepared to photograph what they thought would be an exhilarating experience.
Photographs from the album maker’s first section of the album reflect this attitude,
before the reality of the war set in towards the end of 1915.

The Realistic Travels stereographs do not exhibit this same type of levity
because Girdwood did not think that it was the type of subject that would attract buyers.
In fact, while at the front Girdwood complained that he had taken too many images of
football matches, soldiers in their billets and marching and that he made every effort to,
‘obtain permission to photograph howitzers, bursting shells, German prisoners and
aeroplanes, but these four things were absolutely denied to me at every stage.”®

By June 1915, personal photography by soldiers had become strongly
discouraged and only one camera was allowed per battalion. After this time, the album
maker took fewer photographs and refrained from photographing daily life at camp. For
the remainder of his time in the army, the officer photographed such scenes as a
moment of rest during the Battle of Loos (Figure 4, Page 20 and Figure 39) and a series
of photographs of the trenches at Armentiéres (Figure 4, Page 21 and Figure 40). The
photographs taken during the Battle of Loos are rare in snapshot form because soldiers
were typically too busy staving off enemy attacks to photograph while under siege.
While these photographs are not of enemy fire, they are still impressive amateur images
of the front line.

By the end of 1915 having a camera on active service could result in a court
martial, although they were allowed outside the front line on training grounds and in

hospitals. In the second half of Government of India, Railway Department, the album’s

®® Hiley, “Hilton DeWitt Girdwood,” 6.
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focus switches from a personal narrative of friends and fellow soldiers on the front to a
narrative about the war itself. As the war developed, the officer's perspective of war
changed and his entrance into the Royal Flying Corps transformed what and how he
was able to photograph the war. He establishes his new status as a pilot midway
through the album, by including photographs of himself in his flying gear, photographs
of planes and an aerial image (Figure 5). By compiling photographs from different
vantage points — on the ground of the pilot, from the ground of a plane in the air and of
the ground from a plane — the album maker shares this new perspective from which he
was able to view the war.

Aviators during the First World War enjoyed a privileged position for
photographing the war and documenting their experiences of it outside of the purview of
the censors. Aviation was a relatively new invention at the start of the war and was
formally institutionalized as its own service towards the end of the war. As the military
found new ways to marry aviation and photography, the number of photographs being
produced for this purpose grew exponentially. In his book, War Photography: Realism
in the British Press, John Taylor writes that,

From small beginnings photographic intelligence grew at a phenomenal
rate. Figures for October 1918 alone show the number of negatives to
have risen to more than 23,000 from which 650,000 prints were issued.
By September 1919 the photographic staff of the RAF had risen from
five (in 1914) to 3,250 distributed throughout the theatres of war and
responsible for the issue of almost 5.3 million prints.®*

For the remainder of his album, the maker chose to depict his experience of the war
through aerial photographs of the battlefields of the Western Front. Specifically, he used

aerial images of a single location photographed both before and after a bombardment to
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depict the war and his privileged view of it. He may have also had to provide these
images as proof that the mission had been carried out and they likely denote his
involvement in it. For example, the maker devotes a page to the Gheluvelt and
Veldhoek regions of the Third Battle of Ypres (July to November 1917) by including an
aerial photograph of each region before and after the bombardments of each area
(Figure 41 and Figure 42).

The Realistic Travels stereograph set includes two stereographs of vertical aerial
views of the German Hindenburg Line (Figure 43). These views would have been
difficult for Girdwood to acquire because the military had such strict controls over
photographs of aviation as the technology was so new. Girdwood alluded to this when
he complained that he was not able to obtain permission to photograph scenes that
depicted German prisoners and aeroplanes.® In addition to this, aerial photographs do
not translate effectively when viewed through a stereoscope. They appear two-
dimensional and are unable to give the viewer the sense of depth that they would
expect from a stereograph. For this reason, they would also have had little use to
Girdwood who wished to produce and sell a three-dimensional experience with his
stereographs.

The depiction of aviation in both the stereographs and albums presents a major
difference between the two bodies of work. Censors made it very difficult for Girdwood
to acquire photographs of airplanes and the technology of the medium made aerial
photographs ineffective to the viewer. However, for men who served as aviators during
the war, as well as those who did not, these types of photographs continued to fascinate

as they provided a perspective of war that had previously been unattainable.

®® Hiley, “Hilton DeWitt Girdwood,” 6.
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The album produced by M.A. Hayward titled Western Front Eclectic is compiled

of photographs taken in the last two years of the war, 1917 and 1918. At this time, it
was rare for a soldier to carry a camera on active service; the soldier would be
vulnerable to military prosecution. Hayward’s inclusion of a newspaper article titled
“lllicit Photographers” in his album indicates that he was aware that his clandestine
photographic activities went against the government’s strict restrictions. The article
states,

Amateur photographers who managed to secure illicit pictures

during the war are likely to be a little perplexed at the offer of the

authorities who are now beginning the task of appraising the value

of several hundreds of thousands of photographs taken during the

war, at the front and elsewhere, the cream of which are to be

arranged for the benefit of historians and book illustrators of the

future. The authorities state that the photographs they are anxious

to get a hold of “are those taken illicitly by amateurs, large

numbers of which are known to exist.” Forgiveness is promised,

but will the clever amateur with good pictures be willing to reveal

just how clever he was?°®
By including the clipping on the first page of the album, this article is the first item in
Hayward’s album that the viewer encounters. The idea of illicit photographs invokes
images of exciting and covert subjects, such as shells exploding or the mud drenched
battle fields of the Somme. Instead, the viewer is greeted by landscapes of the Somme
and Corbie (Figure 10), a series of photographs of a sporting match at Trecon, France
(Figure 44) and soldiers in their tents (Figure 45). These images, much like the British

Indian officer's early photographs on the front, depict light-hearted subjects. While

Hayward’s precise wartime role is unknown, his photographs indicate that he was

% see Appendix B.5
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stationed on the French coast at Dunkirk for most of 1917 where he would not have had
direct contact with the action on the front line.

In mid-1918, Hayward moved closer to the front line near Lille. His photographs
there indicate that his new position did not move him closer to the action on the front
line or to the First Army, as he would not have been allowed. Instead, a significant
section of Hayward’s photographs are of the ruined buildings in Lille and its surrounding
cities. He includes a photograph of the Cloth Hall in Ypres and various views of the
destruction in Lille (Figure 46). These photographs are similar to those featured in the
fourth volume of the Realistic Travels stereograph set Postwar Scenes of Western Front
Battlefields, Memorials, And Cemeteries. As the title indicates, this volume features
views of the Western Front after the war has ended. The photographs in this volume
picture ruins, memorials and cemeteries. Stereographs 353 and 370 (Figure 47 and 48)
feature images of the Cloth Hall in Ypres and the city of Lille as they both lay in ruins at
the end of 1918. These photographs are very similar to those in Hayward’'s album in
subject and outlook, indicating that both the general public and individuals craved
photographs of war’s aftermath. Many of the photographs in Hayward’s album mimic the
same point of view.

During the last two years of the war, photography on the Western Front had
become highly regulated. In the first three years of the First World War restrictions
regarding the use of personal cameras and the accessibility of the front to commercial
photographers were modified and transformed. This was because photography’s
wartime status for the British government needed to be defined in a way that had never

before been necessary. With the appointment of official photographers in 1916, the
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government established how they were going to handle the photography question on
the Western Front. Personal cameras and commercial photographers were essentially
barred from the front line. The “lllicit Photographers” article suggests that the
government was aware there were more than a few exceptions to their policy regarding
the personal use of cameras. However, as M.A. Hayward’s album shows, these pictures
were photographed far away from the front line and are of tame subjects such as
architectural ruins and soldiers playing sports. These topics would have of very little
interest to military censors during the war, but were of significance to the government

after as they created their official record (and history) of it.

The Gallipoli Campaign: April 1915 to January 1916

While the Western Front was the most im