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‘A fantastic resource on the cultural 

history of the First World War.’ 
Professor Joanna Bourke, 

Birkbeck College, London 

This book makes a critical and historical 

analysis of the public information poster 

and its graphic derivatives in Britain and 

Europe during the First World War. It was the 

first international conflict to see the launch 

of major publicity campaigns designed to 

maintain public support for national needs 

and government policies. Then, as now, 

the press, photography and film played an 

important role, but in the early twentieth 

century there was no radio, television 

or internet and the most publicly visible 

advertising medium was the poster. 

Seduction or instruction? considers the 

museological and memorialising imperatives 

behind the formation of the war publicity 

collection at the Imperial War Museum and 

undertakes institutional and iconographical 

analyses of the British government’s 

recruiting, war loan and charity campaigns. 

It examines the effect of the inroads of the 

poster into important public and symbolic 

spaces and provides a comparative analysis 

of European poster design and the visual 

contribution of the poster through style 

and iconography to languages of ‘imagined 

communities’. 

This volume will be of interest to design 

historians, historians and readers involved 

with the study of communication arts, 

publicity, advertising and visual culture at 

every level. 
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Introduction 

i N THE LITERATURE, posters are generally conceived as self-evident 

objects to be listed, described, geographically located, attributed and 

categorised. Often they are offered as unproblematic visual evidence of 

a society’s history, customs and practices. For the authors of this book, 

the poster is an object produced within a historically specific system of 

visual communication. The look of the posters, where they are displayed 

and how they acquire meaning is understood as a direct consequence 

of particular modes of production, exhibition and reception shaped by 

historically defined practices, expectations and legal frameworks. The 

latter are what Michel Foucault calls a nexus of regularities that frame 

the conditions for the historical appearance of the poster.! Regularities 

in turn articulated through a range of discourses such as patriotism, 

citizenship, duty, aesthetics, trade, commerce, identity, and the spheres 

of the public and the private, all of which underpin the political and 

moral structure of society. 

From the late nineteenth century the poster was increasingly visible 

in public spaces. This visibility and its reception were mediated and 

by virtue of its location the poster signified in a wider field of visual 

products. The poster’s relationship to the wider field of visual objects 

with their own modes of production and consumption is akin to the 

Saussurian relationship of ‘parole’ to ‘langue’, of individual expression 

to the underlying language.? Our knowledge of the language affects our 

understanding and the poster acquires meaning by reference to other 

visual objects and practices. As semiotics reminds us, something is 

defined as much by what it is not, as by what it is. In 1914, for example, 
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one of the defining factors of the poster was that it was not a painting, a 

fact deplored by many middle-class critics of advertising, but celebrated 

by an increasingly confident advertising trade. 

The last comment draws attention to the unstable and transient nature 

of the field. The field is not simply an aggregate of all possible visual 

practices at any one moment but is, in fact,structured according to certain 

competing values held by different interest groups. As a result, not all 

visual objects and practices are accorded the same degree of legitimacy 

at any one time. As Pierre Bourdieu comments, ‘the field becomes the 

product and prize of permanent conflict’.? Indirectly affected by wider 

political, social and economic changes it has an even greater degree of 

instability as its distinctive structure and logic are subjected to further 

pressure. 

An example from the liberal democratic British experience will help to 

clarify the issue and relate the general theoretical concept to the subject 

of the book. In 1914, the public notice and the poster shared many of the 

same general characteristics. Both are pieces of paper and are printed 

with text to be exhibited in public space. Yet, the public had no difficulty 

in telling them apart, even when they shared the same space. Railway 

travellers had no problem in distinguishing between a poster attempting 

to seduce them into a visit to Skegness because it was ‘So Bracing’, from a 

timetable instructing them how to get there.4 This was because they dealt 

with different kinds of subject matter and because they looked distinct 

even when they were both produced as letterpress bills. They were doing 

different jobs. They addressed and constructed their putative audience 

in specific ways: where the public notice informs, instructs or even 

commands, the poster persuades, seduces and even wheedles. In this 

exchange, the public notice constructs the ‘readers’ as citizens subject 

to the power of various institutions, while the poster constructs them as 

consumers who have the freedom to choose from what is on offer. The 

power relationships between the author and the reader are distinct. In 

the public notice the power resides with the author. The reader can take 

note or not at his own risk. In the poster, power appears to rest with the 

reader who gets the message or not and acts accordingly, possibly at the 

advertiser’s expense. The public notice operates according to bureaucratic 
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or legal principles, the poster according to the laws of the marketplace. 

Indeed, as the book establishes, the measure of the instability of the 

field can be seen in Germany and France where the distinction was less 

clear. In these countries, more than was ever the case in Britain, the 

state controlled the production of posters along propagandistic lines to 

construct a citizenry within particular national histories. 

Public notices were more likely to occupy Civic space such as town 

squares, or the outside of government buildings, schools, law courts and 

public parks, while posters were displayed in commercial spaces of the 

hoarding, the gable end and the shop window. This spatial separation was 

vigorously defended by middle-class pressure groups and was secured 

by legislation in the face of increased outdoor advertising in the period 

immediately prior to the outbreak of hostilities. This separation was 

emphasised by the impact of Sir lan Malecolm’s exhibition of German 

proclamations “Scraps of Paper’ at Selfridges. Not only did the exhibition 

illustrate the extreme measures undertaken by the German military in the 

occupied territories with the announcements of death sentences handed 

out to figures such as Captain Fryatt and Nurse Cavell, but it took place 

in a shop whose owner was renowned for his modern use of advertising 

to entice and beguile, rather than to inform and instruct by decree.° 

No pressure group can permanently fix the shape of the field of 

visual production in popular commercial culture and what is particularly 

interesting in studying the First World War poster is how its role and 

its relationship to the public notice was impacted upon by the social, 

economic and political changes that took place on a scale, of a scope and 

at a speed that was quite unprecedented. 

In 1914, the war was expected to be a traditional conflict of limited 

duration affecting a small section of society. Within two years it was 

clear the war had become a war of attrition without a foreseeable end 

affecting all sectors of society. Although it did not disappear, the public 

notice proved an inadequate instrument for the delivery of government 

information when the need for the authorities to educate and instruct 

increased as governments caught up in total war sought to regulate more 

and more of people’s lives. The public notice alone was inadequate to 

P 
the pressures to raise men, money, materials and morale. opulations 
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had to be persuaded they were fighting for a just cause in defence of a 

community in which all had a vested interest. This was far from self- 

evident in 1914 and work had to be done to persuade people that this 

was indeed the case, and propaganda departments from the various 

combatant nations turned to the well-established instrument of popular 

persuasion, the poster. As a product of the advertising business, it was 

an association with national cause that certainly enhanced the reputation 

of the trade, at least for the duration. 

It did not, however, enhance the reputation of the advertising trade 

among the ruling classes. Throughout the book, the authors draw 

attention to the tensions between different sections of the middle classes, 

particularly in Britain as the various ruling elites made use of advertising. 

Broadly, the tension was between a professional middle class, many 

of whom shared the values of the aristocracy and the gentry, and the 

business section of the middle classes. The professional middles classes 

frequently felt a sense of superiority to the business class through their 

commitment to professional codes, ethical standards, aesthetic value and 

a notion of gentlemanly behaviour that they compared unfavourably with 

the businessman’s pursuit of profit.© Middle-class men who dominated 

the world of advertising were not only associated with business but were 

more narrowly associated with commerce. They carried with them the 

taint of trade.’ While these divisions within the middle classes in the 

different European countries took on local emphases, there were broad 

correspondences. Consequently, throughout the book we shall refer to 

the different segments of the middle classes as the professional and 

commercial middle classes. 

This book draws almost exclusively on the comprehensive poster 

collection held by the Art Department in the Imperial War Museum 

and concentrates on the British, while making reference to the French, 

German, and to a lesser extent Austro-Hungarian holdings. America 

came late to the war, and for reasons of space their posters and those of 

Russia and Italy have not been included. However, taking the lead from 

the original intentions of the War Publicity collection when it was set 

up in 1917, the book embraces advertising in Britain, not just as a ‘record 

of the war’ as originally hoped, but as part of an attempt on behalf of 
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the authors to locate the ‘poster’ within a discursive formation shaped 

by government, commerce, special interest groups, and the advertising 

industry influencing the perception of the poster and the construction 

of the viewer. / 

Chapter'1 examines the central role of the Keeper of War Publicity, 

L.R. Bradley, in establishing the collection between 1917 and the early 

1920s. Using his unpublished correspondence and the evidence of the 

collection itself, it explores the political, museological and memorialising 

imperatives behind the collection’s inception. The selection, inclusion and 

exclusion of material classified as short-lived printed ephemera, poses a 

whole range of interesting theoretical, aesthetic and ideological questions. 

These are particularly significant as it evolved from a collection of War 

Publicity that made little distinction between proclamations, cartoon, 

press advertising, show cards, streamers and posters, to its current 

status as one of the nation’s most important poster collections. Against 

this background, taking the cue from Bradley’s original intention, the 

chapter examines the medium of the poster and its graphic derivatives in 

the context of the wider debates concerning propaganda, publicity and 

advertising in relation to the media, modernity and Americanisation. 

Chapter 2 focuses on the use of posters in recruiting campaigns. In 

Britain the principal official poster campaign was facilitated by the War 

Office and the Parliamentary Recruiting Committee (PRC). Drawing on 

the work of Nicholas Hiley, Philip Dutton and Barry Curtis, the chapter 

assesses the relative roles of central government, local civic and military 

bodies and the advertising trade in the production and display of these 

posters.® Looking across the whole campaign it is possible to map shifts 

in the formal appearance of the posters as they move from public notice 

to commercial poster and back again by 1916. These shifts signify an 

uneasy and unresolved tension between the professional and commercial 

middle classes as to the purpose, value and decency of publicity. The 

chapter also examines the recruiting campaigns in Ireland, the colonies 

and the dominions, an area in which litthke work has been done and 

concludes that for all their differences there are striking similarities 

across all the campaigns, not least because the political and military 

bodies responsible drew on motifs and themes in the British campaign. 
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These similarities are reinforced by the dominant figurative, anecdotal, 

sentimental and unremittingly commercial poster style. 

The published work on the British First World War poster has 

concentrated almost exclusively on the recruiting poster yet the campaigns 

lasted for barely a year. Consequently, the bulk of posters produced in 

Britain during the war has been ignored hy historians. Chapter 3 sets out 

to remedy this lack and examines posters used in government campaigns 

to raise money for the war through the sale of war loans, war bonds 

and savings certificates, to organise and direct labour, to raise and 

sustain morale and, as the U-boat blockade began to bite, to encourage 

a more economical use of resources. These campaigns made use of an 

infrastructure of local bodies and committees, many of which had been 

put in place during the PRC campaign to facilitate the distribution of 

publicity and posters. The campaigns, like those for recruiting, also drew 

on the expertise and facilities of the advertising world for the design, 

production and display of the posters. 

The chapter also analyses the posters produced as part of the fund- 

raising activities by non-governmental bodies. These included relief 

committees set up to support the populations and refugees from allies 

such as Belgium and Serbia who were victims of the aggression of the 

Central Powers in the early part of the war. The work of other charities 

such as the YMCA, the YWCA and the Red Cross expanded enormously 

as the number of casualties increased and soldiers at the front began to 

suffer more and more from physical, psychological and moral dislocation 

in what seemed to be an interminable conflict. 

While these charities and voluntary bodies were non-governmental 

they were not non-political. Their trustees and patrons were drawn from 

the social and political establishment and, as the chapter demonstrates, 

the publicity used to raise funds drew on and articulated a public 

discourse of patriotism, duty and sacrifice in defence of an imagined 

community of equals against an immoral and uncivilised enemy in a 

chorus that not only echoed political propaganda but also complemented 

and reinforced it. 

The literature on posters tends to detach them from history and 

removes them from the public spaces where they achieved their meaning. 
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Chapter 4 places the British First World War posters back into the public 

space to examine the conditions under which they were displayed and 

consumed. By 1914, the very public nature of the poster had generated 

hostile criticism from middle-class groups leading to legislation to contain 

the spread of outdoor advertising. This was happening not only in Britain 

but also in France, Germany and Austria-Hungary. However, the very 

intensity of these debates in Britain and the frequency with which fresh 

legislation was being demanded suggested a failure on the part of its 

opponents to stop the spread of outdoor advertising. The critics sought 

to contain its impact, how it addressed or rather harangued the man in 

the street, by subjecting the poster to discourses on art and manners. 

For the professional middle classes, the problem with the poster was that 

it did not know its place. 

In the main, during the First World War the poster ceased to be an 

object of criticism. It moved unopposed into civic spaces previously free 

from advertising, such as city squares. Why was this so? The chapter 

suggests that when the poster became an advocate for a public cause and 

was deployed, albeit indirectly, by the political and social establishment, 

it achieved a new respectability. What is more, the poster’s tendency to 

importune passers-by, which critics had found so vulgar and intrusive, 

could now be seen as a virtue if people were seduced into supporting 

the war. 

There is another possible explanation for the war poster’s acceptance. 

The fact that the posters were seen in places other than the usual 

commercial spaces and were frequently implicated in the public spectacles 

of recruitment parades, war loan rallies and flag days diluted their 

commercial character and made them less open to criticism. What adds 

weight to this view is the one class of poster that did attract hostile 

criticism and a strident demand for legal controls was the film poster. 

Its presence outside cinemas showing commercial films caused a moral 

panic not seen in Britain since the 1880s, when the ‘Horrors of the Walls’ 

were believed to threaten the safety and the moral well-being of the 

public at large. These kinds of posters operated outside the framework 

of war publicity, which had rendered the posters produced in support of 

the war free from the usual mix of fear, hostility and disdain. 
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An important question for the role of the poster is the changing 

relationship between public information, propaganda and_ popular 

commercial culture, including advertising. Chapter 5 argues that the 

adoption of the techniques of advertising by government had profound 

ideological implications and contributed to the self-perception of the 

public on its road to full enfranchisement and the forms of democratic 

government and private enterprise we know today. In other words, poster 

production is addressed within the wider issues raised by the increasingly 

important phenomena of publicity and propaganda brought about by 

commercial imperatives, developing understandings of the psychology 

of perception and desire, and the events of the First World War. It 

demonstrates how the trade began to address its market in represen- 

tations of the crowd that mirrored contemporary understandings of the 

urban mass as something simultaneously grandly patriotic and essentially 

subversive to the old order. The urban mass owed no allegiance to 

traditional bourgeois orders based on taste, and its members looked to 

the developing consumer market to exercise choice in the purchase of 

goods and simultaneously to find a form of representation. As such they 

were addressed in government publicity and commercial advertising as 

consumers with a stake in the nation through ‘service’. Not only could 

there be seen to be a seamless transition from the civilian crowd to the 

military column, but also the assurance of a hygienic, well-fed, leisured 

existence for those who served at home and at the front. This was the war 

its curator L.R. Bradley records. The evidence of the collection illustrates 

the development of an advertising ploy in official campaigns that ceases 

to beguile and seeks instead, to harangue, emotionally blackmail and 

eventually instruct. At the same time, commercial advertisements for 

tobacco, gravy browning, soup, cosmetics, shaving cream, soap and 

raincoats produced by the same agencies were now legitimised by 

government and, in campaigns to provide comforts for the troops, 

carried the promise of a sanitised present insulated from the detritus 

and desolation of war in instantiations of well-rested and efficient labour 

in action and at home. 

Chapter 6 undertakes a comparative analysis of European poster 

design and the visual contribution of the poster through style and 
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iconography to languages of ‘imagined communities’ mobilised on 

behalf of the mediation of meaning, authority and identity amongst the 

combatant nations. The discussion of German posters builds on the 

work of Jeremy Aynsley, Sherwin Simmons and Ida Katherine Rigby 

where, for example, British posters were regarded as poorly designed, 

but emotionally and psychologically affective. By the turn of the last 

century it was widely held that poster design should be striking, simple 

and efficient. To achieve this in their different ways British and French 

posters conformed to a publicly acceptable and popular, illustrative, 

realist and narrative aesthetic. Design in parts of central Europe, on the 

other hand, had begun to transform itself in the years leading up to the 

outbreak of hostilities. No longer so constrained by a notion of popular 

taste, designers were increasingly inspired by the design and decorative 

possibilities opened up by mechanical reproduction, standardisation and 

a resulting simplification of form. As a result, a design practice took root 

which moved away from the lithographic realism and the more aggressive 

and populist reality of the posters characteristic of most British graphic 

design, so that by the early twentieth century many no longer saw the 

poster as an illustration or a picture, but as an aesthetic category in its 

own right. At the heart of this controversy are the essentials of a debate 

in graphic and communication design that continues to this day. 

The First World War was the first international conflict to see the 

launch of major publicity campaigns designed to maintain public support 

for national needs and government policies. Then, as now, the press, 

photography and film played an important role, but in the early twentieth 

century there was no radio, television or internet and the most publicly 

visible advertising medium was the poster. Much has changed since 

1914. The poster is as prevalent in public space, but is less visible in this 

strikingly visual age. Posters intended to sway public opinion as part of 

a campaign, rather than to sell us commodities, have in large part moved 

from the hoarding to the demonstration or the contained space of the 

gallery and the virtual space of the web. What the public holds dear, 

and what the persuaders could appeal to a century ago, 1s not necessarily 

what can be appealed to today. In 1g14, the business and psychology of 

persuasion were in their infancy and Seduction or instruction? will venture 
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to see how propaganda exploits, through the visual messages embodied in 

the posters, feelings of patriotism, guilt and loyalty to family, community 

and nation, for example. The vista produced by the posters from the 

combatant nations seems coloured with the pastel colours of dawn and 

dusk in tints of violet, pink, red, orange and yellow. Everything, it seems, 

occurs at those prescient moments of passing into the light of new life and 

resurrection, or into the darkness of death, despair and melancholy, and 

it is not always clear which is meant. The public display of imagery and 

information in the interests of the nation at war, for war loans, recruiting, 

charity and the home comforts of soap, tobacco and hot drinks, was never 

going to be a totally unambiguous affair. 

This book can usefully be read in conjunction with the Posters of 

Conflict website which can be found at www.vads.ahds.ac.uk 
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War publicity, posters and the 

Imperial War Museum 

| HE collection of war publicity at the Imperial War Museum 

always had the future archaeologist in mind. In a mirror image 

of the museum itself, the collection was all-embracing and extended 

far beyond official material, to include cartoons, advertisements from 

the press, show cards and other printed promotional material. Culled 

from government bodies, advertising agencies, printers, the press, 

manufacturers and occasionally individual artists and designers, the 

material was intended to provide, on the one hand, an encyclopaedic 

record of the war’s impact on popular visual commercial culture and, 

on the other, evidence of the impact of total war on everyday life. In 

this desire the Keeper of War Publicity, L.R. Bradley, unwittingly 

attempted to preserve for the future the wider visual discourses of the 

poster that give it meaning. The discovery on the part of the authors 

that before the war had ended, the museum had amassed over 20,000 

items, of which posters were only a part, stimulated a methodological 

approach to the study of the medium that characterises this book. At 

its most obvious level the poster rarely stands on its own; it is usually 

part of a media campaign. If it is successful, as was Bert Thomas’ ‘Arf 

a “Mo” Kaiser’ (plate 21), for example, it stimulates public discussion 

in the media, parliament, pulpit and public house to the extent that it 

feeds into wider representational and ideological systems in society, as 

this book tries to demonstrate. 

In other words, what survives today as one of Britain’s most important 

if 
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poster collections was not what its originator had intended. L.R. Bradley 

was not interested in the already hackneyed history of poster design that 

plotted a line of inheritance from the masters of nineteenth-century 

French poster design, Jules Chéret, Toulouse Lautrec and Alfonse Mucha 

through to the Beggarstaffe Brothers, Frank Brangwyn and Ludwig 

Holhwein.! But just because Bradley did not subscribe to this aesthetic 

discourse for the understanding of the poster, its power should not be 

underestimated. The fact that for Bradley a typographical or poorly 

designed piece of printed ephemera was as important as a pictorial and 

aesthetically successful poster, was something that would sometimes 

get him into difficulty.? Paradoxically, it was as a touring exhibition 

of posters that the War Publicity Section gained its first independent 

exposure in 1917. This was followed in June 1919 when Bradley organised 

a large exhibition ‘War Posters of Many Nations’ at the Grafton Galleries 

in London. Conceived as a prestige event, membership of the exhibition 

committee included eminent figures such as Sir Martin Conway, and John 

Buchan and Lord Beaverbrook, formerly of the Ministry of Information. 

The emphasis was entirely on the poster. The exhibition set out to 

ensure every country and every well-known poster artist in the collection 

was represented by: ‘specimens of what may be described as the true 

poster, or the purely artistic poster’ as well as ‘the poster that is merely 

historically interesting’.? Significantly, one reviewer, perhaps encouraged 

by the status bestowed on the medium by its participation in a national 

collection, wrote in the Sunday Times: 

Our opinions on many matters have been altered by the War. There 

was a time, not so very long ago, when the art authorities of this 

country resolutely declined to regard posters as serious works of 

art, when an official who suggested that a posters section might 

advantageously be added to a public art gallery exposed himself to 

the censure of his Trustees of Committee and to a severe snubbing of 

his advocacy of what was then looked upon as an inferior and trivial 

branch of art. 

But now all is changed, including the official attitude towards 

the poster, and the Imperial War Museums, under enlightened 

administration, has made a start by collecting twenty thousand 

12 
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different war posters, emanating from nations directly or indirectly 

involved in the war.4 

As we shall see, deeply entrenched attitudes such as these were to have 

a lasting and significant impact on the fate of the collection. 

The Imperial War Museum was conceived to promote the appetite for 

the war at home. It was a product of Prime Minister David Lloyd George’s 

total war policy after the crises of the Asquith Government following the 

Easter Uprising in Ireland, the success of the German U-boat campaign 

and the disaster of the Somme. The War Cabinet established the National 

War Museum Committee in early 1917 as part of the broader initiatives of 

the Department of Information and the National War Aims Committee. 

As an agent of government policy, the museum had value for the ruling 

elites in the exercise of influence when the population was coming to 

terms with the combined effects of the violent decimation of a generation 

and the influenza pandemic. Before an audience of 40,000 at its official 

opening in 1920 at Crystal Palace, King George V stated that the museum 

was to be a democratic record of the experience of the war and would 

recognise ‘in concrete form that in modern warfare success in the field 

is no longer the achievement of a few leaders or of a professional class, 

but it is the result of the devoted and heroic work of millions of men and 

women’.” Spawned by government legislation, the museum was conceived 

to contribute to the smooth running of a potentially unstable society 

where many of the established orders were under threat. If nothing else, 

the museum effectively superseded and subjected to centralised control 

the many local memorialising initiatives that had grown up around the 

country.°® 

A number of independent proposals had coalesced to lead to the 

creation of the museum. The Tower Armouries, London then under 

the direction of the future Curator and Secretary of the Imperial War 

Museum, Charles Ffoulkes, had been collecting some small relics of the 

war since 1915 and in the press he championed the idea of a material 

record of the war for the nation. Simultaneously and independently, 

Sir lan Malcolm MP proposed that literature, stamps, posters, leaflets 

and other printed material relating to the conflict should be preserved 
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for future generations.’ Adding to the debate, Sir Martin Conway,* who 

was to become the first Director General of the Museum, campaigned 

for a national hall of memory. The National War Museum, as it was then 

called, was finally approved by the War Cabinet along the lines suggested 

by Sir Alfred Mond MP, First Commissioner of Works, to collect “War 

Trophies, Books, Maps, Posters, Pictures and other material connected 

with the War’.!° At the opening Conway stressed that the museum was 

not intended to glorify war but to recognise the labour and sacrifice 

endured by the people of Britain and empire through the provision 

a material record of the war for the historian and the technologist.!! 

Nevertheless as the offspring of a domestic political struggle, the museum 

was bound up with the creation of a particular triumphant national past 

and, should its political significance be doubted, its name was changed 

to the Imperial War Museum at the request of the Dominions.!? 

Before the museum found a temporary home at Crystal Place, it had 

organised over eighty touring exhibitions between mid-1917 and the 

end of the war. Objects were subjected to an empiricist rationale, and 

given meaning within narratives of the “war to end wars’ such as the 

technology of war, military history and education. Documented contexts 

were essential to the selection of objects, ‘to which a definite honourable 

history can be attached, thus making them also serve as memorials of 

the heroic men who served them on the field of battle and too often laid 

down their lives beside them’.!’ This material approach memorialised 

the dead and the opening of the museum coincided with the burial 

of the Unknown Warrior in Westminster Abbey on 11 November 1920. 

The decision not to bring home the war dead had shifted the discursive 

framework of the war away from stories of loss and futility towards an 

interest in spiritualism and battlefield sites, on the one hand," and to the 

ways people interacted with the material objects of the war, on the other. 

\cts of memory were embodied through identification with the objects 

on display, speaking to ‘the heart and imagination’ in ‘visible shape a 

record of our deeds and endurance’.!? Conveniently for the establishment 

responsible for the war, it avoided the effect of the war on bodies and 

minds. 

It is worth giving consideration to the exhibited material, collected 
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‘to record in some measure practically the whole life of the Nation as 

affected by the War’.!6 Categorised by sections, it embraced Munitions, 

Army, Navy, Air Force, Medical, Women’s Work, Dominions, Art, 

Library and Publicity Records. It represented the military wings of the 

state and recognised the role of women and the media in contemporary 

war to emphasise the collective, technologically advanced and the 

industrially produced in a figure of modernity. Photographs!” and film 

were considered as important as oil paintings and watercolours. of 

battles and important protagonists. There was little evidence of private 

experience or memoir. Photographs and pictures of ruined churches, 

shell bursts, gun emplacements and bunkers are strangely disembodied 

and are comparable to the differentials, rear axles, exhaust valves, lorry 

and aircraft engines, models and parts of ships, munitions and guns 

which illustrated the technology of war. As a celebration of modernity, 

it contained progressive elements in the Medical and Women’s Work 

sections. The latter, for example, ranged from the record of nursing 

to work in heavy machine shops and for charities.'® Revealingly one 

caption commented, “where no statement is made to the contrary, it 

may be assumed that the tools are ground and set by male labour, and 

that work is done under skilled male supervision’.!9 In a reflection of 

the social and political spheres, the commitment to progressive and 

emancipatory modernity was only partially embraced. Nevertheless, 

the collections were very different from those of other museums and 

implicitly recognised a dedication to modernity and its corollaries of 

publicity and propaganda. 

The War Publicity gathered by L.R. Bradley represents one of the first 

systematic collections of advertising and graphic design anywhere in the 

world. Bradley collected the bulk of the First World War material in the 

years between 1917 and 1920. His aims were to illustrate the influence 

of the war on advertising and the role advertising played in the war. It 

was to be a record of the war for future historians, who might ‘draw the 

correct colouring and atmosphere of the period’, by means of posters and 

press advertisements.2? His approach paralleled that of the collector and 

promoter of advertising Hans Sachs in Germany, who in 1914, as Jeremy 

Aynsley points out, had stated: ‘cultural and art historians of the later 
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centuries in their investigations into culture and “uncultured”, aesthetic 

sentiment and artistic taste ... will draw no less on ... the private printed 

matter of the twentieth century, than on great works of painting and 

sculpture, architecture and the arts and crafts’.2! [tis uncertain how far 

Bradley was aware of this and other initiatives in Germany and there 

is no mention of them in his correspondence, but the museum’s Art 

Department does hold contemporary copies of the magazine Das Plakat, 

edited by Sachs, where such views were promoted and debated.?? 

Whatever may have been the case, within the museum the scope of 

the collection was Bradley’s initiative and included virtually the whole 

field of graphic design from propaganda to advertising, as well as the 

publicity campaigns carried out by the huge number of charities and 

associations that had sprung to life during the war. He recounted in 

October 1917: 

On my discharge from the Army I was put on the staff of the 

National War Museum and the whole idea of this section was my 

suggestion. It started with the idea of collecting official proclamations 

and posters issued in connection with the War. These were so 

extremely uninteresting and bad that I determined in order to show 

that British advertisers can do splendid work, to collect examples of 

all forms of posters, press advertisements etc. from private sources 

which use the war as a subject for either copy or illustration. I think 

by this means it is possible to put on record a really ‘live’ history of 

the War as it affected ‘The Man in the Street’. This will be a gigantic 

task but I feel sure it can be done and that it will be most unique and 

interesting.*3 

He aspired to create an inclusive collection capable of both illustrating 

how far the war had permeated every aspect of civil life and reaching 

the widest possible audience. He found value in what he called a ‘live’ 

history, as it applied to men, women and children and their social world 

revealed in unofficial commercial popular culture, as much as in official 

proclamations and propaganda campaigns. In a letter Bradley set out his 

agenda: 
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Roughly speaking our collections can be divided under three 

headings. 

1. Official advertising 

2. Commercial advertising 

3. Miscellaneous publicity matter 

The first heading will include all posters and press ads issued 

from Official Sources relating to recruiting, war savings, food 

economy etc. and all Official Notices in connection with the war. 

Under the second heading we are collecting all Commercial 

advertising which bear a topical reference to war measures and 

conditions either in copy or in illustration. For instance there 

are advertisements which announce restrictions, shortages of raw 

material, change in price or the appeal to economy or that emphasise 

the utility of certain goods at the Front or in some other connection 

with the war. 

Under the third heading we are putting any form of publicity 

matter that has been issued as a result of the War. This will include 

Charity announcements, Sporting events, lectures and other 

miscellaneous events connected with the war. 

The object of our collection is to record the War as far as possible 

by means of publicity matter of all forms and to show the great part 

played by advertising in the War.?4 

By November 1917 through exposure in the trade press, the collection 

had already stimulated interest among the advertising community in 

London.*® Thomas Russell, the prominent advertising consultant and 

member of the Voluntary Recruiting Publicity Committee, took the 

interest from a national and government body as a form of official 

recognition for the trade.?° Later, he took Bradley to the Aldwych Club,?/ 

‘the gathering of men whose interest 1s so vital to my scheme’. There was 

a suggestion Bradley might deliver a talk, but he preferred to see people 

individually to explain his ambitions for the collection and suggested 

a member of the advertising community would have the appropriate 

expertise to lecture on War Advertising.2® Again, following German 

precedent in the shape of Fritz Ehmcke’s exhibition of printed ephemera 
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and posters ‘Art at the Service of the Businessman’, for example, Bradley 

saw the potential of the collection for the advertising industry, its 

international basis fuelling foreign trade and mutual understanding.*° 

How much this was genuine ambition, wishful thinking, or a ploy to 

encourage overseas donors to contribute to the collection, is impossible 

to tell. : 

In the museum the seemingly neutral and objective world of 

manufactured objects mingled with advertising as illustrations of their 

impact on daily life. This use of advertising was not always felt to be 

entirely commensurate with the serious business of providing a suitably 

dignified and legitimate record of the war. Somehow, advertising had 

appeared uninvited on the national scene to emerge as a challenge to 

traditional Victorian and high bourgeois values based on taste rather 

than commerce. The necessary corollary was the uncertain status of 

the collection, and this was something Bradley attempted to remedy. 

Moving among influential circles in the advertising world, he set about 

establishing a War Publicity Section Committee under the chairmanship 

of Charles Higham, ‘who is not only responsible for the bulk of the 

British government advertising but he is also a vice-president of the 

National Advertising Advisory Board which produces all the official 

American Advertising’.*° He hoped the committee would provide the 

expertise he felt he lacked as an amateur enthusiast, and would have the 

strategic effect of bestowing on the collection a status equal to the other 

Sections in the museum. 

In July 1918 following approval from the General Committee of the 

Imperial War Museum,?! Charles Higham agreed to form a committee. He 

proposed his own membership, choosing figures from across the spectrum 

in what we would now call the culture industries, specifying figures 

from advertising, theatre, music publishers, cinema and government. 2 

Although it was officially sanctioned and in place, there is no record of 

the committee ever having met. As a measure of the changing situation 

with regard to the collection in late 1919 when Bradley was assigned to 

the Cataloguing Section, he wrote to his ally and former member of 

the board of Trustees, Stephen Gaselee: ‘It was therefore, very pleasant 

to learn you are keeping the collection in mind for so few persons take 
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an interest in it.%3 In 1918, for example, the Imperial War Museum 

exhibition at Burlington House saw posters exhibited in the vestibule but 

they were absent from the published catalogue of shell-casings, medical 

dressings, photographs and paintings. 4 By 1g21 the Publicity collection, 

along with much of the rest of the museum, was in disarray. Bradley was 

moved full-time to the Cataloguing Department, purchases ceased and 

the exhibition of posters at Crystal Palace was removed to await a new 

and smaller space. To add to its difficulties, there was the sheer volume of 

material and this, combined with the dubious status of publicity material, 

meant that it had slipped down the list of the museum’s and Bradley’s 

priorities. From that time on, with the increased difficulty experienced 

in acquiring material and a general lack of enthusiasm for the project, 

Bradley gradually distanced himself from the collection. Some years later 

when invited to give a talk on German war posters, he declined, saying 

he knew nothing about the subject.*® 

An important aim for Bradley had been the creation of a record of 

the war for future historians, to do ‘full justice to the very considerable 

part that advertising has played in the revolution in social and economic 

conditions affected by the War’.*° Although aesthetic judgement did play 

a part in the selection of some items, it was never the overriding factor as 

it was with the poster collection at the V&A, for example.*” In response 

to a letter critical of the British contribution to the exhibition of posters 

from the collection at the Grafton Galleries in 1919, Bradley wrote: ‘My 

collection here is being made primarily as a form of War record from 

which historians may find material for their work and in the nature of 

things, the artistic merit of a poster must be of secondary importance.’ ** 

Originally, the quantity of advertisements in the collection far exceeded 

the numbers of posters, yet from the evidence of the acquisitions 

correspondence a hierarchy was unconsciously at work. The initial 

imperative was to obtain the poster, then the show cards, shop displays, 

press advertisements and cartoons. Interestingly, postcards were not 

systematically collected, and popular prints, such as those produced 

by Louis Raemaekers as propaganda (famously, the Germans sentenced 

him to death in absentia), were considered the province of the Library. 

Bradley focused on publicly consumed commercial popular culture and 
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in advertising, the aesthetically inferior and the merely typographical, 

he preserved at least something of the poster’s frame of reference in the 

larger context of publicity. 

Bradley recognised the historical value of the poster, as others had 

done before,*? but a collection of publicity put together without regard 

for aesthetic value cannot belong to the narrative of art as a signifier 

of progress and individual emancipation. As the cultural theorist Tony 

Bennett points out, the category of the aesthetic enabled elite cultural 

practices to be separated from ‘dazzling spectacle’ to become civilising 

instruments aimed at the wider public. Despite the best efforts of 

Higham and others, what they saw as the universalising and progressive 

imperatives of commercial culture did not find wide acceptance amongst 

the traditional establishment of the ruling elites and professional middle 

classes and therefore could not be instrumentalised by government with 

either a large or a small ‘g’. Advertising, therefore, did not lend itself 

to the discursive and institutional contexts of the museum and in the 

aftermath of the official campaigns for men and money, government 

opinion turned against the commercial language of advertising, even if 

it still took full advantage of its technologies, systems of delivery and 

structures of administration. 

In June 1919, Bradley organised the exhibition ‘War Posters of Many 

Nations’ at the Grafton Galleries in London.‘° The representation of 

the collection through the medium of posters to the exclusion of press 

advertising and cartoons is significant. It places the collection within 

a subcategory of art history and allies it with autonomous art practice. 

Up to this point, Bradley’s attitudes to the poster and advertising were 

more or less synonymous. The poster was situated alongside advertising 

at the centre of the debates in the trade press concerning art and 

commerce, the efficient delivery of a message and an incipient market 

economy. Bradley was aware of the vigorous exchange in the daily press 

and the trade publications about the relative merits of outdoor and 

press advertising, taste and censorship. The debate ranged billposters, 

advertising agencies and printers with an interest in posters, against a 

vigorous campaign led by Lord Northcliffe’s Amalgamated Press, whose 

newspapers had done extremely well out of government contracts for 
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press advertising.‘! Additionally, paper restrictions and the reduction in 

poster sizes through government legislation had resulted in a slippage of 

advertising away from the hoardings.” The fact that the weight of opinion 

came down in favour of the effectiveness of newspaper advertising rather 

than the poster may have further convinced Bradley of the need to 

embrace publicity in its wider sense and to incorporate a broad range of 

commercial popular media. Thomas Russell in his New York column for 

Printers’ Ink reported on the basis of a written statement not intended for 

publication from Bradley that the British government had recognised that 

the social history of the war was reflected in advertising: 

The change in quality and quantity of the food we eat, and the 

clothes we wear; the many economies we are urged to effect, the 

endless shortages to which we have to submit, the vastly increased 

cost of living, the effect of air-raids on theatres, tubes and the hour 

for leaving business ~ all these things can be vividly realised in the 

advertising of the period. 

On the day after an air-raid the advertisement columns are full 

of apposite announcements. Similarly during an Allied offensive 

the advertisements become full of references to our progress 

and optimistic ‘after-the-war’ schemes. The psychology and the 

experience of the British nation during the war are thus faithfully 

recorded in advertisements.‘ 

Before the war Bradley had nursed the intention of entering the 

advertising trade and if the constant reminders for lapsed payment for 

subscriptions from the London-based Advertising World, and Advertising 

Weekly as well as the Chicago-based The Poster are anything to go by, he 

maintained his interest. It is tempting to argue he was psychologically 

allied to the growing and aspirant community of advertisers in London 

at the very moment when Thomas Russell made the case for the strength, 

power and future of advertising on the evidence of the success claimed 

for the government Recruiting and War Loan campaigns in a prevalent 

culture which was ‘a long way from being “sold” on the advertising 

5) 

proposition’.4 The art correspondent for the Observer had made the 

same point at the time of the poster exhibition at the Grafton Galleries: 
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‘In England the poster is still hardly considered an art, it is tainted 

with commerce, transient, declamatory, and we feel instinctively that 

art is something to be reserved for those solemn moments which are 

not occupied with religion. In fact, with regard to art, most of us are 

highbrows.’® This is a crucial point and it has a bearing on the fate of the 

War Publicity collection. Advertising allied itself to a progressive element 

in the business community but because of its lack of a disciplinary frame 

and closeness to the trades of billposting, printing and journalism, 

acceptance from the establishment was elusive. The trade press made 

much of the recent large scale forays of government into the sphere of 

commercial publicity with its recruiting, war savings and food and fuel 

economy drives, which seemed to give it a long-desired legitimacy. But part 

of the problem was that commercial culture developed outside the moral 

economies of nation, religion, civic respectability and labour. Caught 

between commodification and culture it could be seen to undermine the 

national cause in favour of the war profiteer, rather than duty and service. 

Charles Higham inadvertently put his finger on the problem in 1916 

when in Eclipse or Empire, sporting an allegorical illustration Progress Fast 

Bound By Prejudice by Bernard Partridge as a frontispiece, he emphasised 

the essentially American nature of the industry three times in the space 

of the page and a half dedicated to ‘Advertising’. 

Such sentiments expressed on behalf of the future of empire echo 

the contemporaneous statement by the President of the United States, 

Woodrow Wilson, who spoke ofa business democracy where statesmanship 

and salesmanship elide with liberty, justice and markets. Advertising and 

Americanisation represented a challenge to European hegemony with 

its hierarchies of social distinction based on taste. Nicholas Hiley argues 

convincingly about the close relationships between the commercial visual 

rhetoric of selling and the government recruiting campaign and how this 

fell awkwardly with both the Liberal and Conservative establishments. 

For the former it was seen to be inappropriate to the gravitas of fighting 

a war and patriotism, duty, sacrifice and comradeship, while for the 

latter, its commercialism simply signalled the failure of the campaign as 

a whole.*? Hiley also emphasises the increasingly critical role the trade 

itself took towards the campaign, lamenting its haphazardness and the 
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lack of a consistent or overreaching marketing policy. In other words, the 

campaigns attracted criticism from the trade, not for their failure as such, 

but for their lack of professionalism: for the very fact that the government 

had not been nearly commercial enough in its approach. Nevertheless, 

for a brief moment the government and the military accepted the 

encroaching language of a standardised mass market. And, as Hiley 

observes, the most popular designs amongst the wider public were the 

posters that correlated the least to the realities of military life with their 

images of happy soldiers in easy camaraderie. As early as 1920 William 

Macpherson, author of the widely read The Psychology of Persuasion, 

pointed out that the public saw what it wanted to see and commercial 

advertising and government publicity campaigns obliged.‘ 

Whether at the Crystal Palace“ or at its current site on Lambeth 

Road, the museum has been geographically positioned outside of what 

Brandon Taylor calls the ‘symbolic circus of national culture in the British 

capital’.°° That part of its mission was indeed national is clear from its 

conception as a memorial, and national pride certainly played a part. 

An appeal for exhibits published in Cambridge Magazine, for example, 

requested printed matter of a public and propagandist nature in the light 

of the precedent of the German War Library established in Berlin in 1915: 

‘If future historians are not to go to Germany through lack of material 

at home ... °°! But national hubris and the desire to implicate the people 

in the national enterprise of the war are not straightforward. As an heir 

to industrialised carnage and the social and economic change of which 

Bradley was very much aware, the museum and its collections have an 

ambiguous role in the life of the nation. Unlike the institutions within 

Taylor’s symbolic circus, the museum could not play successfully to the 

‘stabilities’ of the western classical tradition found in the National Gallery 

or the civilising benefits of empire, exploration, science, trade and industry 

exemplified by the V&A Museum or the Science Museum. The victory 

for which the museum stood witness could never be addressed directly 

and publicly in terms of its meaning for the individuals who had fought 

or suffered bereavement, and for whom there was no official discourse 

beyond the War Memorial or the aesthetically legitimised category of 

war art. The discourses of empire, nation, sacrifice, patriotism, duty and 
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service in which it did participate were the source of suffering and guilt, 

more worthy of forgetfulness than official commemoration. 

Between 1920 and 1924, the period of its tenancy at the Crystal Palace, 

the museum received two and a half million visitors, a large proportion 

of whom the museum claimed had had some direct involvement with the 

war. Visitors found themselves caught between gratification and dismay at 

the inclusion of so much material from their everyday lives. That ordinary 

objects were worth preserving was only appreciated as the war receded 

in importance and the new challenges of the flu pandemic and economic 

recession made them appear dated. By the time the museum opened, 

its focus had shifted from conceiving of itself as a memorial to those 

who had died or had been maimed to a material record of the impact of 

the war on daily life. For the Director General, Martin Conway, it was a 

‘unique attempt to preserve for those who fought, those who worked at 

home, and for future generations as yet unborn, this record and visible 

memorial of the immeasurable sacrifices and supreme national effort 

which not only saved the country from a dire catastrophe, but, as we all 

hope, laid firm and deep the foundations of a new and better world’.%% 

The collections commemorated ‘the devoted and heroic work of millions 

of men and women cooperating as parts of one vast living machine’. 

In other words, visitors from all sections of society recognised partially 

forgotten or repressed aspects of their lives in the services or on the 

home front in this official record of the national experience of the 

war. To identify with the institution and the governmental programme 

it represented in making the nation heroic in the name of the king, 

and despite the overwhelming human cost, necessarily implicated the 

population in the government’s wider imperial role and ambition as a 

world power.°° 

The Crystal Palace, while not at all congenial for many of the exhibits, 

served one purpose with great efficiency and that was the display of 

the visitors. As their experiences became the subject of knowledge they 

identified with the exhibits, and in so doing, according to Bennett’s 

reading of Foucault, were self-regulated in seeing themselves being seen 

as subjects and objects of knowledge. The museum’s regime combines 

spectacle and surveillance. The visitor and participant in the record 

24 



War publicity, posters and the Imperial War Museum 

engages with the cultural technologies deployed to ensure a reading 

rooted in rational organisation and organised narratives defined by 

a set of codes of service for the nation. What was there to be seen 

as evidence were the technologies of war, medicine and surveillance: 

individual suffering was given limited and controlled exposure in the 

aesthetic category of art and the documentary photographic and film 

record. But commerce, the technique of advertising and the role of 

publicity remained obscure. Within this regime, the collection of War 

Publicity could only survive as an autonomous history of the poster as a 

subcategory of the aesthetic and art history. 

Commerce in the machinery of state remained invisible, concealed 

in among the plotted plants and in the atmosphere of the department 

store generated by the Crystal Palace. According to Tony Bennett, the 

exhibits and their organisation are lessons in civics, they incorporate the 

people within a national cause as ‘its subject and its beneficiary’ ordered 

by the ruling elite in the name of the people: ‘this was the rhetoric of 

power embodied in the exhibitionary complex — a power made manifest 

not in its ability to inflict pain but by its ability to organise and co- 

ordinate an order of things and to produce a place for the people in 

relation to that order’.°® Despite the futility of war, people took pride in 

the objects on display and were seduced and implicated in a ‘metonymic 

expression’ of the war. In this way it appeared that the museum was 

subject to their controlling vision. It was as if the workings of the war 

were made transparent through the display of the material record, but in 

fact, such expression and display from a distance and from a position of 

peace, rather than war, ensured the exhibits and what they represented 

belonged both to the visitor and to another distant and barbarous age. In 

this way, ‘the war to end wars’ is successfully transformed into something 

other than itself. The exhibits hint at what the state might be capable, 

without representing systems of coercion and discipline. Installations 

representing propagandised atrocities were avoided, for example. We 

need to be aware, however, that this was by no means a straightforward 

or simple process where high and petit bourgeois cultural and ideological 

values could completely re-organise thought and feeling in wider society 

through rational recreation and the forces explicit in classification and 
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the ordering of the record of the war preserved in the museum, as 

Bennett suggests. 

Bennett argues that the museum plays an important role in the 

representation and reproduction of dominant social values.°? The Imperial 

War Museum, established by directive from central government, was 

unambiguously conceived as an instrumental tool of social management. 

Its emphasis shifted with the coming of the peace when taste for war 

was replaced with need for social cohesion in the face of industrial strife 

and economic instability. Or, as Sir lan Malcolm expressed it, writing 

from Paris: 

I do not see a chance of getting home, as my colleague ... is down 

with influenza ... it is, however, possible to derive some consolation 

from the fact you all seem to be very uncomfortable at home with 

these horrible strikes. If these agitators are not throttled in one way 

or another we shall go from bad to worse; frankly, I do not think it 

requires a great deal of courage to tackle them.°> 

Originally posters and publicity were considered as symptoms of 

aspects of the prosecution of the war: as an adjunct to the work of 

Wellington House and John Buchan’s Department of Information; or, 

famously, the Parliamentary Recruiting and War Savings Committees; 

or in relation to Women’s Work or the Red Cross. Except in its aesthetic 

role, publicity alone was not deemed capable of carrying the moral and 

educative weight of the museum. Popular commercial culture possessed 

a subversive quality that excluded it from the already marginal position 

taken up by the museum itself. Publicity could not possibly materialise 

the power of the traditional establishment, since as a product associated 

with the mass or the crowd and the world of business, it represented a 

modern urban culture of which the establishment was only dimly aware 

and which it regarded as a threat. 

The fate of the War Publicity Section was sealed by its multiple 

allegiances. It might be said that state propaganda constructs the 

citizen or subject, while commercial advertising constructs the consumer. 

Bradley’s heterogeneous approach failed to distinguish between the two. 

This situation was compounded by the government's use of the advertising 
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industry to promote recruiting, financial and resource economy needs. 

In the promotion of the collection as a reference and inspiration for the 

advertising industry and as a record of the war for future generations, 

Bradley exposed the close relationships between war and commerce. 

Those links contained the potential to disrupt the conservative hegemony 

in Britain after the First World War, where patrician ambition found 

offence in the occlusion of markets and patriotism, preferring instead 

the haughty faz classicist allegories of civic, financial and national pride 

to the no less convincing smile of “Tommy Atkins’ and the commercial 

discourse of advertising. The inroads of the market had made their mark, 

and the professional middle classes retaliated with an appropriation of 

aristocratic cultural pretensions expressed visually in classical allegory 

and symbol. As one contemporary American commentator expressed it: 

‘In conservative England a score of venerable precedents were smashed, 

the hoary dignity of long-established government departments was 

swept aside and trained advertising men, with irresistible power, carried 

campaigns for army and navy volunteers, for money, munitions, ships and 

guns direct to the people’.°? The end result was a series of contrasting 

representations of ‘imagined communities’, extending from the ‘cheeky 

chappy familiarity of the ordinary man in the street to the ideal and aloof 

pretensions of the political and financial classes who wielded power. 

To stimulate the economy, the government had introduced small 

denomination paper notes to encourage spending amongst the working 

classes. Increased incomes meant that for the first time they were able 

to purchase shoes, clothes, blankets, soap and better food. There was 

an equality of consumption where goods could become a sign of social 

cohesion rather than the division of the older order where the craft- 

based, high-skilled production of consumer goods signified hierarchy. 

The rise in income of the working classes and the increasingly developed 

market where the standardised held sway, challenged the traditional 

middle and upper classes in what Victoria de Grazia describes as 

‘mass consumer society ... the jauntily progressive alternative to dourly 

exclusive, provincial, or, worse, reactionary solidarities’.©° The latter could 

easily be found in Kitchener's promotion of the Temperance League and 

the growth of associations such as the British Empire Union, both of 
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which launched significant publicity campaigns. De Grazia makes the 

comparison between Thomas Mann’s Magic Mountain and Sinclair Lewis’ 

George Babbitt: 

Their self-esteem swelled not from contemplating their heritage of 

art or music, but from surveying the number of cheap appliances in 

the kitchen and calculating the upward spiral of land values. On the 

European side of the Atlantic, drawing-room conversation touched on 

love, courage, and politics, whereas on the American, homey evening 

chats on front porches turned to the workmanship of safety razors, 

the artfulness of coloured advertisements for Crisc and Maxwell 

House coffee.®! 

This new culture suited neither the older monied classes who relied for 

their status on cultural distinction, nor organised labour which could 

see it losing its political radicalism through increasing prosperity and 

access to mass-produced goods. Easy-going advertisements for the nation 

and manpower represented a threat because they had the capacity to 

change national taste and style. This picture is further complicated by 

the advertisers’ Whiggish appeals for cultural improvement through the 

aesthetic values found in posters and the ‘gallery of the streets’. This is 

a view that was propagandised by the advertising and billposting trades 

in pursuit of legitimacy and by a creeping Americanisation that conflated 

the freedom to consume with democracy. The collection embodied the 

conflict between the high cultures of nation and the demotic cultures of 

everyday life: new dreamworlds of wish fulfilment were instantiated in 

press advertisements, show cards and posters representing commodities 

such as Oxo, Bovril, Nestlé, Sunlight Soap and Tobacco products, and 

even the good life in the army. Dreamworlds that contributed to the 

widely recorded refusal of the troops at the front to reveal the reality 

of life as a soldier, for fear of demoralising those at home and, simulta- 

neously, despoiling an imaginary refuge from the relentless misery of the 

trenches. In some cases it was clear that some advertisers deliberately 

avoided all reference to the war, even to the exclusion of ‘athletic young 

men engaged in sport or social intercourse’.°? 

Together, these allegiances ultimately condemned the War Publicity 
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collection to obscurity as a record of the war, preferring instead to 

concentrate on the poster with its potential for aesthetic autonomy. 

The point being made has to do with the status of commercial popular 

culture in the early part of the century. The War Publicity collection 

was sited uncomfortably where the discursive fields of advertising and 

the museum overlap, a place where certain ideas of progress in society 

were at odds with the universal norms the museum represents, and to 

which advertising could not possibly aspire, because of its utilitarian 

rhetoric and its active, results-orientated, rather than contemplative role. 

Advertising is manufactured within the marketplace to generate demand. 

As such, despite its popularity it could not make a claim for cultural 

legitimacy, nor can it be said to be an authentic product of the ‘people’, 

It is, therefore, ‘homeless’ to both the establishment and the people, 

to both upper- and middle-class high bourgeois culture and working- 

class religious and political culture with its austerity and suspicions of 

material wealth: within European and specifically British social contexts, 

advertising and its techniques represented a threat to both. 
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Meaning and the poster 1: 

the recruiting campaigns in Britain 

and the empire 

Al HE editor of Printers’ Ink, an American advertising journal, 

commented in December 1tg13 that the War Office had decided to 

advertise the Army and had placed a contract with Hedley Le Bas of 

the Caxton Agency.! If the editor thought the Army had become the 

latest convert to the persuasive powers of advertising then he was to 

be sadly disappointed. It was only when the decision was made at the 

outbreak of war to raise a large army by national appeal and not through 

conscription that the potential value of advertising was acknowledged. 

At first the popular enthusiasm for the war made systematic publicity 

unnecessary but when there was a sudden drop in the number of 

recruits in October 1914 pressure mounted for a more aggressive 

recruitment campaign. Until then Le Bas and his Advisory Committee 

drawn from men in newspaper advertising? had bowed to the Minister 

of War’s preference for restrained announcements making dignified 

appeals for recruits. ? 

While some of the press adverts were enlarged for use as posters in 

the early months of the war, the remit of the Advisory Committee did 

not extend to the design and production of outdoor advertising. This was 

the responsibility of the Parliamentary Recruiting Committee (PRC) and 

more particularly of its publication sub-department. Set up in August 

1914, it met in September for the first and only time. At this meeting a 
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group of three men were given the job of arranging for the production 

and distribution of leaflets, posters, streamers and show cards.‘ Although 

they dealt directly with the printers, they had neither the experience 

nor the inclination to act as advertisers Or advertising agents. They gave 

the printers no brief to work from and while they gave final approval to 

the printers’ ideas and designs they were happy to ‘agree to whatever 

suggestions the trade put forward’. 

Ifa pattern can be discerned in the posters and streamers emanating 

from the PRC, it has more to do with the printers’ sensitivity to 

current needs and preoccupations and their capacity to translate those 

concerns into the language of advertising. Certain printers dominated 

the production of the recruitment publicity and this may have given 

the campaign a pattern. Although thirty-six printing companies were 

involved, nearly half the work was done by just five, and of these David 

Allen and Sons were responsible for the largest share, amounting to 

some 1,900,000 copies of forty different poster designs.® 

Nor was there any systematic national policy for distribution and 

display. The PRC supplied the material only at the request of local 

recruiting committees and other civic and military bodies. In the 

absence of a government billposting contractor, the poster campaign 

was dependent on the initiative and enthusiasm of local recruiters. 

Consequently, according to the printer John Allen, writing in 1915, 

posting was both haphazard and spasmodic.’ 

Most of the posters produced by the PRC’s recruitment campaign were 

single sheet, i.e. 20 inches by 30 inches. These were considerably smaller 

than the normal 16-sheet and 32-sheet commercial bills, and critics from 

the trade were quick to point out the limits size put on the impact of the 

design. On the hoardings they could only compete with the larger bills 

by being massed together and even then a single, large design would 

dominate.’ The critics argued that the 16- and 32-sheet posters could be 

seen and taken in quickly from some distance. While this is true, the 

single-sheet poster proved very flexible. It could be displayed in shop 

windows, in schools, libraries and clubs and attached to the sides of 

buses and trams and posted outside recruitment centres. These sites were 

more accessible to local recruitment committees than the hoardings, for 
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which committees would have to pay or rely on the generosity of local 

billposting contractors. 

Nor were all of the posters single sheet. The printers produced a 

variety of sizes from single-sheet bills to streamers, show ecards and 

stamps, sometimes of the same design. The Penrose Annual, for example, 

describing the output of David Allen and Sons, pointed out that the 

design “Take Up the Sword of Justice’ (plate 1) was reproduced in three 

sizes of poster, and in two sizes of show card for hanging in public 

institutions, offices, shops and houses. 

For all the criticism levelled at the government’s recruitment campaign, 

the cumulative effect must have been striking. By the time conscription 

ended voluntary enlistment in 1916, the PRC had produced 12.5 million 

copies of 164 different poster designs and 450,000 copies of 10 different 

show cards,!9 and when the sub-department ceased production over 

a million posters and show cards remained undistributed.!! The last 

recruiting poster was issued in September 1915: thereafter, the various 

bills were concerned with informing the population of the scope and 

operation of the Derby Scheme. The recruiting campaign therefore lasted 

a year from October 1914 to September 1915. From the outset it was in the 

hands of the commercial printers and in all but a few cases the material 

was designed anonymously!” and was aimed largely at the working class, 

the only social group that could meet the incessant demand for recruits 

from the War Office. 

When the first group of posters and streamers were published, 

recruitment numbers were falling and the priority of the campaign was to 

rekindle the enthusiasm of the early months of the war.!® The themes that 

shaped the campaign were laid out early on. The potential recruit was 

called upon to serve his King in defence of country and empire against 

a brutal and contemptuous aggressor who paid no heed to international 

treaties or civilised behaviour. These themes were returned to again and 

again in the campaign and struck a chord in a country where the values 

of imperialism, militarism, monarchism and_ patriotism, widespread 

among sections of the middle and upper classes, had influenced many 

working-class men and boys through the commercial popular culture 

of mass-produced comics, magazines and popular newspapers.'4 The 
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illustrated story and the illustrated advertisement jostled side by side, 

and often emanating from the same hand, they showed little difference 

in style and shared with the pictorial posters of the campaign a visual 

vocabulary familiar to their intended audience. 

Early PRC posters had been a mixture of official document and 

proclamation. But in the hands of the experienced advertising printer, 

letterpress material was more direct and urgent in its appeal and 

addressed the viewer directly in a manner familiar from the rest of the 

campaign. The size and colour of the type is varied, usually red and blue 

in order to underscore the message and reinforce the patriotism of the 

appeal. Against a white background these concise commands would have 

stood out clearly. 

One of the most powerful inducements for men to enlist was a 

feeling that they were fighting a just war against an enemy who, by 

the unprovoked attack on Belgium, had shown himself to an arrogant 

bully contemptuous of the weak. The moral courage of the freeborn 

Englishman was required to stand up to the enemy. This chimed with 

a widespread sense of justice and fair play, values inculcated through 

countless stories in popular literature!’ and strongly held by many of 

the working class.!° 

After the shelling of Scarborough and Hartlepool in late 1914 and the 

sinking of the passenger liner the Lusitania in May 1915, Germany was 

presented in propaganda and war publicity as a threat to defenceless 

women and children, a claim reinforced by press stories of German 

atrocities in Belgium. In these circumstances British men were exhorted 

to fight in defence of their families as well as for justice. 

The PRC campaign used these events in a series of letterpress and 

picture posters in 1914 and 1915 as men were admonished to remember 

Belgium or Scarborough or the Lusitania and to ‘Enlist To-day’ to exact 

revenge these for crimes as a matter of duty. This was strong language 

and the letterpress posters were often explicit and intemperate in 

their description of German ‘barbarity’ often quoting from newspaper 

reports, but what is surprising is the anodyne nature of the picture 

posters dealing with the same subject matter. There are none of the 

graphic representations of violence found in posters on similar themes 
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produced in Ireland, the colonies or dominions. A poster published in 

December 1914 shows a mild and somewhat hackneyed representation 

of violence that hardly warrants the stricken look in the soldier’s eyes 

(figure 1). This generalised image has much in common with the stock 

‘REMEMBER BELGIUN 

PUBUBHED MY INE PAGLLAMEN TARY 
HORTE HOR BSS 19/8. HENHE SERAINGER OOWAGASTANL SEED 

1 Anon., December 1914, Remember Belgium 
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posters used extensively in the printing trade and it could refer to any 

event or theatre of war. Only the copy drawn from press reports makes 

it specific. The posters dealing with Scarborough and the Lusitania also 

eschew any representation of violence (plate 1). Through the medium 

of fine art and by the use of the allegorical figures of Britannia and 

Justice, the appeal to putative recruits is given a high moral tone. Since 

the furore surrounding the ‘Horrors of the Walls’ in the 1880s and 

1890s, the outdoor advertising trade had been sensitive to the criticism 

that their posters provoked violence and immorality through their crude 

imagery. The billposters had set up their own censorship committee 

and in the succeeding decades had removed the worst excesses from the 

hoardings.!” The result was a genre of visually bland posters. References 

to violence were shifted to the copy where they were less offensive to 

the eye. 

In the PRC campaign the viewer is addressed as a dutiful citizen 

loyal to King and Country through the use of simple devices such as the 

Union flag, the portrait of the King or the map of the British Isles. In this 

way the inequalities of a profoundly hierarchical country were glossed 

over. Thus the ground was cleared for the projection of an ‘imagined 

community worth fighting for.'® Tt was a community with a particular 

history constructed in schoolbooks, newspapers and popular literature 

that celebrated the military achievements of British leaders in foreign 

and colonial wars.!? Its heroes were Lords Kitchener and Roberts, heroes 

of the recent colonial conflicts in Africa, as much as Lord Nelson, and 

all three were used throughout the campaign as examples to follow. Yet 

it was not sufficient to rely on ‘celebrity endorsement’, however popular 

and heroic, to encourage enlistment. The appeal had to be more focused 

and potential recruits were addressed directly from the hoardings. At 

tirst the tone was one of cheerful invocation but as the need for troops 

increased it gave way to exhortation and finally to an urgent entreaty to 

‘Halt, ‘Think’ and ‘Enlist’. 

The posters regularly use similar visual structures. Against a blank 

space (figure 2) or in scenes of comradely enthusiasm (figure 3), healthy 

happy and well-fed soldiers beckon recruits into a mythic world very 

different from the unhealthy and economically insecure existence many 
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PLINE UP. BOYS! | @ TH aed as) [pXoyo)y 

2 Anon., March 1915, Line Up, Boys! 3 After W. A. Fry, There’s Room for 

You 

HIM 

WON’ 

JOIN TO-DAY 

PUBLISHED BY THE PAMUAMENTARY RECRUITING COMMITTEE POSTER Ha O9 CHORLEY & FICKEROGILL LTD, THE ELEOTRIC PRESS LEEDS AND LOKOON 

4 Harry Lawrence Oakley, January 1915, Think! 
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were experiencing in civilian life. There is no reference to the often brutal 

and harsh regime of army life. What is on offer is a painless and instant 

transformation into the military.2° Few of the posters drew attention to 

actual fighting and where they did so it,was in a far from emphatic way. 

The scene of action was often distanced by the use of silhouettes as in the 

‘Think’ poster (figure 4). This poster was widely displayed because with 

its simple form and strong contrasts it stood out on most outdoor sites 

and its message would be easily grasped. It also offered the excitement 

of military action without reference to the concomitant risks and horrors 

of actual conflict. 

The poster’s appeal could be personalised even more by displaying 

within the composition an actual space for the individual to fill. This was 

felt to be so effective a device that it was used in recruiting posters at local 

level and in the colonies. In the poster ‘Step Into Your Place’ (plate 2) the 

invocation is particularly powerful: the recruit joins the end of a queue of 

volunteers representing all classes in society whose social differences are 

gradually erased as they become part of a national army. What is conveyed 

is a sense of communal effort, of a shared sacrifice in defence of a whole 

community. It was an appeal difficult to reyect without looking like the 

shamed outsider in Baden Powell’s design, particularly when, as here, 

there is conveyed a sense of a whole community at war (figure 5). 

During 1915 it became increasingly necessary to mobilise on the home 

front as well as on the battlefront. These early shifts towards total war can 

be discerned in the designs of some of the PRC posters. The anonymous 

design for ‘Fill Up the Ranks’ (plate 3) projects interdependence of 

worker and soldier at a time when men were being recruited, not always 

willingly, into munitions work. Barry Curtis observes it was ‘indebted 

to traditional heraldic images of socialist unity [which] reinforce the 

equivalence but not the similarity of war and work’.2! This sense of 

mutual dependence conveyed by the poster would increase pressure on 

the worker to play his part. 

If an appeal to adventure, patriotism or justice was not enough, the 

poster could always flatter or shame. While in one letterpress poster of 

1915 the viewer becomes ‘THE ONE’ who could make all the difference, 

in another his continued absence is a betrayal of his friends.2? It declares, 
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5. Robert S. Baden Powell, 1915, Are You in This? 
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‘You are proud of your Pals in the army of course. But what will your 

Pals think of You?’ With the catchy rhythm of the popular song or music 

hall monologue the question sticks in the mind and, hopefully, in the 

conscience. The word ‘pals’ would have had a particular resonance. At 

the beginning of the war, ‘Pals’ Battalions had been formed particularly 

in the towns and cities of the Midlands and the North from friends and 

colleagues from the same community, workplace or even sports club.?? 

A series of letterpress posters in 191) drew heavily on established 

advertising practice by targeting particular groups in order to pressure 

men to enlist. [t is not accidental that they first appeared as press 

advertisements devised by the experienced advertising men of the 

Advisory Committee.24 In one poster, ‘Five Questions to Men who 

have Not Enlisted’,?° physically able men were asked to consider the 

consequences of their poor example for the security of the country and 

the empire while in other posters their wives and their employers were 

encouraged to put pressure on them to join the army.?° A further twist 

was added when the posters asked of the men how they would answer 

when their children asked what they had done in the war. This last 

question was picked up and developed as a silhouette poster that was felt 

to be so effective it was used by the PRC, Essex Recruiting Committee, 

and recruiting committees in Ireland, Australia and South Africa 

(figure 6).27 More infamously, the artist Savile Lumley designed for the 

printers Johnson, Riddle and Co. a poster on a similar theme in March 

1915 (plate 4).28 As an example of manipulative sentimentality it achieved a 

certain notoriety after the war during a period that was less jingoistic and 

more critical of the conflict. As Nicholas Hiley demonstrates, however, 

the poster was not seen at the time as being particularly significant, 

nor is it an example of advertising under the pressing need for effective 

war propaganda becoming more psychologically persuasive. If anything, 

as its origins in Le Bas’s press campaign indicates, it was the product 

of agencies already adept at the persuasive rhetoric of commercial 

advertising. In fact, there is no evidence that the PRC had any part to 

play in the poster’s genesis.*? 

Finally, women were encouraged to pressure their men in two more 

picture posters in which first a wife and then a mother command their 
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WHAT WILL 
YOUR ANSWER BE 

When your boy 
asks you— 

“FATHER.WHAT 

DID YOU DO 

TO HELP WHEN 

BRITAIN FOUGHT 

FOR FREEDOM 

IN 1915?" 

ENLIST NOW 

6 Anon., 1915, What Will Your Answer Be 

men folk to ‘Go’, the one with stoicism (plate 5), the other with pride.*° 

It is easy now to feel uncomfortable with this kind of moral arm-twisting 

but we should not underestimate the commitment to the war. The moral 

and patriotic obligation to defeat a brutal and immoral foe was widely 

felt and is testament to the effectiveness of British propaganda in 1915. 

Widespread atrocity propaganda had shown females as victims and fear 

of German brutality was real among middle-class women. ?! 

Looking at the campaign as a whole, while it is possible to discern 

certain shifts in emphasis, there is no sense of a developing strategy. 

The last PRC picture poster of a charging cavalryman is laughably out 

of date, given the mechanised slaughter that was going on along a static 

war front.** There was no guiding hand, no central body shaping and 

controlling the campaign. A variety of printers in different parts of the 

country responded to events in the press, no doubt shaped by British 

propaganda, or to public concerns and official requirements — in the 

midst of an intense recruitment drive in 1915 the PRC still found space 

to issue a poster detailing the new scales for separation allowances. 

Using their own design tradition and stable of designers, the printers 
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NATIONAL SERVICE 

Defend your island from 
menace that ever threate 

Plate 6 Septimus E. Scott, 1917, Defend Your Island from the Grimmest Menace 

that Ever Threatened it 
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would also pick up on themes already being circulated through posters 

produced by other printing companies. 

By concentrating on the rather wooden, sentimental and aesthetically 

unsophisticated designs used in the PRC posters, one can underestimate 

the relatively sophisticated advertising techniques that were being 

deployed. Hiley demonstrates effectively how many of the posters in 

their visual form derive from commercial models. How else could it be 

when in the early years of the war printers were producing work for their 

commercial clients and the PRC at the same time? 

As a strategy for encouraging sufficient men to enlist voluntarily, 

the PRC campaign must be judged a failure. One measure of this 

failure was the derision, even disgust, expressed by many, including the 

targeted working-class audience, at the attempt to sell war like any other 

commodity. The strong visual links between commercial advertising and 

the appeals to patriotism must have been evident in every hoarding, bus, 

train and tram and in the press. Hiley addresses evidence to suggest that 

during 1915 large sectors of the population were gradually alienated by 

the growing commercialism of the campaign.*? 

More speculatively, it could be argued that the campaign represented 

a failure to understand the motivations of its target group. The PRC 

recruitment drive was sanctioned by the professional middle class and 

carried out by the commercial middle class. It was aimed at a working-class 

audience who shared little of the middle classes’ uncritical enthusiasm 

for the values of monarchism, patriotism, imperialism and militarism that 

underpinned the campaign. Motivated by, at best, a sober sense of duty, 

the prospect of economic security or the comradeship of friends, many of 

the working class tired of the relentless appeals to patriotism and empire 

or the crude use of shame and guilt. 

In October 1915 the PRC met as a separate committee for the last time 

and joined with the Labour Recruiting Committee to form the Joint 

Recruiting Committee (JRC) under the chairmanship of Lord Derby. In 

the same month the ‘Derby Scheme’ was introduced whereby every man in 

the United Kingdom between 18 and 41 was to be asked to pledge himself 

to being called up. These men were divided by age and marital status 

and a promise was made that no married man would be called up until 
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all single men had been summoned. It is not clear whether the scheme 

represented a last attempt to save the principle of voluntary enlistment 

or was a prelude to conscription.*4 Whatever the reason, the nature and 

purpose of the posters emanating from the JRC changed. They became 

information bills informing the public of the implications of the scheme. 

One senses that it was with some relief that the War Office resumed the 

more palatable process of producing official proclamations and distanced 

itself from the strident tones of the recruitment campaign. 

Recruiting campaigns did not start or end with the PRC. Nor did 

they cease with conscription. Even before 1914 the Territorial Army and 

Her Majesty’s Special Reserve Force were advertising for volunteers. 

During 1914-15 other branches of the services including the Royal 

Navy, the Women’s Army Auxiliary Corps (WAAC) and even individual 

regiments and battalions advertised directly or through local recruiting 

committees. The posters produced in these campaigns were undistin- 

guished letterpress bills giving information about pay and conditions or 

were banal picture posters in which healthy men in uniform or cheerful 

female recruits encourage viewers to enlist. In 1916 the Ministry of 

National Service was set up by the incoming Lloyd George Government 

and set about recruiting men and women through posters such as 

‘Defend Your Island from the Grimmest Menace that Ever Threatened iv, 

by the well-known commercial artist Septimus Scott (plate 6), showing 

a flamboyant Britannia with the nation behind her coming up over the 

brow of a hill. Only when the Ministry was reorganised in late 1g17 and 

began to direct people into the services did this kind of advertising 

cease.» 

At local level individual agencies played an active role in encouraging 

recruitment, usually through uninspiring letterpress bills guiding men 

to the nearest recruitment offices. In form these early placards echoed 

the government's official notices. However, some local recruitment 

committees were more proactive in using the skills of local printers. 

The Central London Recruiting Committee used a variety of appeals 

targeted at various groups to recruit to different services (figure 9). The 

Essex County Recruiting Committee adopted an interesting strategy. 

They complemented, in fact fed off, the PRC Campaign, either directly 

46 



The recruiting campaigns in Britain and the empire 

OCTOBER 12TH, 1915 

y rH? 

MISS EDITH CAVELL 

ENLIST IN THE Sat 
AND HELP STOP SUCH ATROCITIES 

6 PUBLISHED BY THE ESSEX COUNTY RECRUITING COMMITTEE Pred Pint Winder 

7 Anon., 1915, 

Murdered By the 

Huns 

by producing copies, sometimes modified, of a PRC poster or picked up 

on national propaganda themes about German atrocities (figure 7). 

The posters for the PRC Campaign were available to recruiting bodies 

in Scotland and Wales as well as England. A number of them were 

published in Welsh. Three bills calling on the men of Wales to live up 

to their heritage and defend their country were produced exclusively 

for the principality while the remainder were translations of the PRC's 

English posters. The PRC’s responsibility for recruiting did not extend 

to Ireland, then part of the United Kingdom. The nationalist leader John 

Redmond, who supported Ireland’s involvement in the war, advised, in 

March 1915, that ‘it would not be advantageous to recruiting in Ireland 

for the Parliamentary Recruiting Committee to take up definite work 
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there’.36 His views were heeded. In the previous month the War Office 

had sent Hedley Le Bas to Dublin to overhaul recruitment, and, working 

with a small group of Dublin newspaper editors, he devised a poster and 

leaflet campaign. He was also responsible for expanding the Volunteer 

War Service League into the more grandiose Central Recruiting Council 

for Ireland.??7 The War Office was happy for this body to assume the 

same kind of responsibilities as the PRC in Britain. During 1915 the 

Central Recruiting Council became the more professional Department 

of Recruiting in Ireland before finally emerging as the Irish Recruiting 

Council in 1918.8 

The Irish Recruitment Campaign took place in a country very 

different from the rest of the British Isles and certainly from England. 

Irish politics and society had been shaped by the long-standing issue 

of Home Rule. The division of nationalist and loyalist was reinforced 

by the split between Catholics and Protestants, and geographically by 

the concentration of Protestants in the North and particularly in Ulster, 

and to some extent economically by the predominance of farming in 

the Catholic South and West. These political religious, economic and 

geographical divisions did not line up neatly to produce an unbridgeable 

chasm between two Irelands but they were the context for the poster 

campaign. Yet it is surprising how these divisions rarely surface in 

the campaign. This may have been because the campaign was run 

by central, non-partisan recruiting committees employing printers in 

Belfast and Dublin from both sides of the divide to recruit from the 

whole community. It certainly helped that before the 1916 Uprising 

both nationalists and loyalists supported the war though for different 

reasons. >? 

Recent work by historians has drawn attention to the power ‘of group 

affiliations and collective pressure’ in encouraging enlistment in Ireland. 

David Fitzpatrick comments that “The readiness of individuals to join 

the colours was largely determined by the attitudes and behaviour of 

comrades — kinsmen, neighbours, and fellow members of organisations 

and fraternities.“ After 1916, however, Irish nationalist organisations 

did develop which opposed recruitment to what was increasingly seen 

by nationalists as an imperial conflict. 
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COME & JOIN THIS HAPPY THRONG 

OFF TO THE FRONT 
8 Anon., Come and Join This Happy Throng 

The recruitment posters produced in Ireland, almost without 

exception, were the anonymously designed output of printers based 

in Dublin and Belfast. Only one designer is named. Two printers had 

bases in London and one of them, David Allen and Sons, produced 

posters for both the Irish and the PRC Campaign. The posters used a 

rather sentimental, naive and figurative style reminiscent of the PRC. 

Throughout 1915 cheerful soldiers beckon recruits to join them in some 

conflict-free zone. Sometimes they do this singly and sometimes, as in 

this very unusual photographic poster (figure 8), as a ‘Happy Throng’ 

of Irish recruits leaving for the Front. The appeal is often to chums or 

friends and where there is emphasis on Ireland it is as part of a British 

or Allied Force. When the Front appears, it is a non-threatening place 

of card games and camaraderie where the viewer is hailed from within 

the poster to fill the space created for him as it is in “Will You Make a 

Fourth?’*! Other posters called on the viewer to act and not to stand on 

the sidelines, ignoring the boys at the front.42 References to conflict, such 
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as in the appeal to the Irish fighting spirit as exemplified by the bravery of 

Irish heroes awarded the V.C., were in the copy, not in the imagery.” 

Like the PRC Campaign the Irish posters demonised Germany, 

presenting them as a threat to family and religion. Atrocity stories and 

reported war crimes were played on as early as March 1915 to show Irish 

women to be at risk from a brutal and victorious foe. In July 1915 one 

poster not only had the Hun at the door, but had him bursting through it 

to threaten the Irish family within, including a man young enough to have 

enlisted (figure g). There was little reality to this threat but the message 

IS YOUR HOME 
WORTH FIGHTING FOR? 

IT WILL BE TOO LATE TO FIGHT 
WHEN THE ENEMY IS AT YOUR DOOR 

so JOIN TODAY 
50 

g Anon., July 

1915, Is Your 

Home Worth 

Fighting for? 
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was clear. The male recruit is being constructed as the protector of his 

defenceless family and women folk and he has a moral duty to combat 

the ruthless and immoral foe before hearth and home are defiled. Two 

posters in May 1915 show Rheims Cathedral destroyed by a heartless and 

implacable Germany to underscore German indifference to beauty and 

as a threat to Christendom. One shows a man at the plough addressed 

by the spirit of St Patrick dominating the ruins of Rheims Cathedral in 

an image that would resonate with the Catholic farming communities of 

Ireland and has no equivalent in the PRC campaign (plate 7).44 

In the same month the Central Recruiting Council published a poster 

with the slogan ‘Irishmen, Avenge the Lusitania!’, accompanied by a 

schematic representation of survivors swimming away from the sinking 

passenger liner.* In style, the image is strongly reminiscent of popular 

illustration and very different from the fine art influenced representation 

of the event by Sir Bernard Partridge for the PRC though it may be that 

this poster (plate 1), along with a PRC letterpress poster on the same 

theme, were circulated in Ireland.‘ Both were produced by David Allen 

and Sons, who worked for the PRC and the Irish Recruiting Committees. 

This incident may have been given prominence in Ireland because the 

Lusitania was sunk off the Irish coast as a consequence of the U-boat 

blockade that was damaging the fishing industry of County Cork, and 

would therefore have had a particular pertinence for the [rish.*7 

In the Irish campaign the few letterpress posters that there were 

appealed for recruits on behalf of specific regiments. W hat is interesting 

about the recruiting posters, with the exception of the references to 

Rheims Cathedral, is the absence of any direct appeal to religion or 

references to the case for or against Home Rule. This was very much 

a case of the British Isles presenting a common face to an external 

enemy. 

Missing from this review of the British recruitment campaigns is 

reference to the poster that has come to typify First World War 

propaganda: the face and pointing finger of Lord Kitchener commanding 

‘Britons’ to ‘Join Your Country’s Army’ (figure 10). Its significance has 

grown since the First World War and particularly since the 1960s when, 

as a kitsch image, the General stared out from bed-sit walls, T-shirts and 
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10 6Alfred Leete, Britons 
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shopping bags. However, as Nicholas Hiley has demonstrated, it had no 

such eminence with the public at the time, although the pointing finger 

as a graphic device is recurrent in later PRC posters and posters from 

other countries, as has been pointed out by Maurice Rickards among 

others. The popular and trade press made no mention of it and it had 

no official status. It was not produced for the PRC either in its original 

form or when it was re-printed by David Allen and Sons with the new 

caption “Your Country Needs You’. Designed by the cartoonist Alfred 

Leete for the magazine London Opinion, it appeared on the cover on 5 

September 1914. Later in the year the journal developed it as a poster. 

The journal was following the example of other companies who generated 

their own recruiting appeals.4® Not only was the poster the product of a 

private initiative but it was contrary, in its assertive and abrasive style, 

to that approved by Lord Kitchener and the War Office in August and 

September of 1914, and its associations with commercial advertising echo 

the later direction taken by the PRC campaign. Interestingly, versions of 

this particular image of Kitchener reappear in colonial recruiting posters 

in Canada, India, Australia and South Africa.* 

In the different colonial campaigns, perhaps the one recurrent image 

that bound them together was the Union flag whether deployed centre 

stage or as a backcloth to other imagery. This was not lip service paid 

to an imperial ideal. There was strong support for Britain in the various 

colonial territories among the political and intellectual elites and in the 

popular press, and although support waned as the war continued, it 

never disappeared.” The recruiting campaigns drew on it as a powerful 

sentiment but not at the expense of local patriotism. Canadians were 

exhorted in a variety of designs to live up to the achievements of the 

battles of Langmarke, Festubert and St Julien, to which the Canadian 

Expeditionary Forces had made a vital contribution.°! While after 1915 

Australians were encouraged to continue the fight rather than discredit 

the nation by pulling out. The appeals to nationalism and imperialism 

continued side by side. 

In all the campaigns, particularly in the early years of the war, recruits 

were encouraged to find comradeship, status and adventure by joining 

up. In Australia the PRC poster (figure 3) of cheerful soldiers encouraging 
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recruits to join the great adventure was adopted by the government but 

with the more ‘matey’ copy line ‘Jump Aboard’.°? The army was the place 

for MEN. In posters such as the Canadian battalion poster (figure 11) they 

are represented in action, though rarely in conflict. In the dominions 

where sport was an important part of the culture the war was presented 

as a sporting contest on the field of honour much as it had been by the 

Central London Recruiting Committee in the poster, which eshorted the 

‘Young Men of Britain ... [to] Play the Greater Game’ and thereby give 

the lie to the Germans who said they were not in earnest.°? In South 

FORWARD! 
TO VICTORY WITH 

THE : 

Sy 

In Command : 

Lt.ol.¢.¢.Ballantyne.  « »» 
Forward! To 

—— Recruiting Base —— Victory with the 

GRENADIER GUARDS ARMOURY., 249 Battalion 

Canadian 

ESPLANADE AVENUE, - MONTREAL. Grenadier 

a (Gunna 
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JUMP INTO YOUR PLACE 

OVERSEAS 
BATTALION 

12 Anon., 

Sportsman’s Headquarters : Under 

Company of the Daca Lt,Col, H.J. TRIHEY. 

Irish Canadian 

Rangers MONTREAL UTHO. CO. LIMITED, 

Africa three early letterpress posters make a more than tongue-in-cheek 

appeal for recruits to join the springbok tour of the Western Front and 

men are encouraged to ‘Roll Up’ and fight the Hun in a poster that has 

the structure as well as the language of a boxing bill.°4 In Australia new 

recruits are exhorted to enlist in the ‘Sportsmen’s tooo’ and ‘Play Up, 

Play Up and Play THE Game’.®° In this poster, sport and comradeship 

make a powerful double appeal. Even more vivid and direct in its appeal 

is the poster for the Irish Canadian Rangers where a new recruit in 

athletic garb hurdles into a place reserved for him in the ‘Sportsman’s 

Company’ (figure 12). 
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As the war moved to a bloody stalemate and the initial enthusiasm 

declined, so stronger justifications for enlisting were deployed. Most 

common was the appeal to men to protect their family and not to let others 

do it for them. But what were these enlisting men protecting their families 

from? The posters answered that question by the traditional propaganda 

technique of demonising the enemy, and, this meant Germany, in the 

form of a pitiless soldiery (figure 13), the menacing Imperial Eagle (figure 

14) or the aggrandising Kaiser all of which threaten one’s family, country 

and way of life.°° A moment’s thought would have exposed the absurdity 

of this notion for countries as far away from Europe as Canada and 

Australia and yet, paradoxically, the further away a country was from the 

front the more vividly German barbarity was represented. This tendency 

is epitomised by a Norman Lindsay poster of 1918 for the Australian 

Gone map is based on statements 

made by Dr. Solf in the German 

Reichstag during the present War 

EST LE MOMENT DAGIR 
“<< _ WATTENDEZ PAS QUE LES BOCHES 

_ MIENNENT METTRE TOUT A FEU 

THE PRUSSIANS WANT 
TO MAKE THIS THE 

.._ DARK CONTINENT: 
commis aomrmcvons comones-ronces| = AVA i AO) 6 Ray 
Se | HEM DO IT? 

#99 

13 C. David, Canadians — It’s Time to 4 E.Currie, The Prussians Want to 

Take Action Make This the Dark Continent: Will You 

Let Them Do it? 

56 



The recruiting campaigns in Britain and the empire 

1 Norman 

Alfred William 

Lindsay, 1918, 

Will You Fight 

Now or Wait for 
n “9 
Th Sf ISSUED BY THE GOVERNMENT OF ‘THE COMMONWEALTH OF AUSTRALIA VEE SSI LTO. HEDNEY 

government (figure 15). In its gruesome exaggerations it echoes the more 

sensational contemporary cinema and theatre posters and like them 

produces a distorted imagery that bears little resemblance to the reality it 

purports to represent and which no Australian would have experienced. 

The more the patriotic and moral justification for fighting was 

emphasised the less reason could there be for staying behind. Now the 

imperative was a duty to country, family and friends, not the pull of a 

life of adventure and camaraderie: you should enlist not to join your 

pals but not to desert them. In Australia banal stickers were telling you 
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‘Your Mate Wants Yow’ and in Canada a poster asked “Your Chums are 

Fighting. Why aren’t You?’*? The soldiers at the front no longer lured 

you in with their uniform and their confident swagger but, bandaged and 

bloody, pleaded with you to come urgently to their aid as in the poster 

from 1918, “The Last Call’, by Norman Lindsay (plate 8). 

While the propaganda of the colonial countries shared common 

themes and strategies in their posters, these countries had also to 

acknowledge what was distinctive about their own communities. This 

was particularly true in Canada and South Africa where two groups 

with a different language and culture co-existed as unequal partners. 

In both cases the French and the Boers were reluctant supporters of 

the war. In Canada, a number of posters had French copy and appealed 

in ways that would find a specific response from ‘Canadiens’. In one 

poster the new recruit joins with his ‘pozlw, his French brother in 

arms, in support of Britain but in defence of French culture and values 

against Prussian Militarism.°’ Another poster in French shows scenes 

of German barbarism as a warning that Canada might suffer the same 

fate and would clearly resonate differently in Quebec or Montreal 

(figure 13). In South Africa, the tension between the Boers and the 

British colonists continued throughout the war and made the presence 

of political and military figures like Botha and Smuts crucial in securing 

Boer compliance. Consequently, when a poster in Afrikaans with a 

photograph of Smuts calls for South African recruits to live up to the 

achievements of South Africans at Messine Ridge in rg14, it is more than 

a reworking of the Kitchener appeal.°? Smut’s political significance in 

a divided South Africa was far greater than the Field Marshall’s back 

in Britain. 

After 1916 with the introduction of conscription the need for recruiting 

posters disappeared in Britain, New Zealand and Canada although they 

continued in Ireland, Australia and South Africa. Looking back at the 

campaigns in the different countries one is struck more by the similarities 

than the differences. There was not a single coordinated campaign in 

any of the countries and no printer or publishing house was solely 

responsible for the production of posters. A variety of bodies at national 

and local level produced their own placards on their own initiative. It is 
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perhaps surprising then to find strong similarities not only within each 

country but more widely within the empire. This is evident in the themes 

of the campaigns but particularly in the style of the posters which was 

strongly figurative, anecdotal or sentimental and derived from popular 

illustration and commercial advertising. 

The recruiting campaigns in Britain and the colonies were, in effect, 

advertising campaigns and used advertising’s visual rhetoric of persuasion 

with all its exaggerations, simplifications and evasions. We should not be 

surprised by this alliance of commercial and national interests. Ever 

the opportunist advertisers had, since the late nineteenth century, used 

national events like Queen Victoria’s Jubilees and the Boer War to sell 

their products. It was only a short step to selling war itself. 

Yet increasingly, and in Britain particularly, the war did not ‘sell’. As it 

dragged on and more and more people became aware of the conditions at 

the front the gap between the war as it was represented on the hoarding 

and the reality on the ground widened. Without an experienced publicist 

to direct the various poster campaigns and to respond to changes in the 

public’s attitude to the war the campaigns became less persuasive and 

more out of touch. Given a client, the state, which was always uneasy 

about using advertising and a target audience, working-class men, who 

were increasingly resistant to the attempts to exhort, command or shame 

them into what seemed more and more like an act of self-sacrifice, the 

campaigns became less and less effective. Conscription did not end 

poster campaigning in Britain but as we will see in the next chapter these 

new campaigns produced posters of a different kind. 

Of the almost 150 designs produced by the PRC in the United Kingdom 

half are typographical. The majority of the latter function more as public 

notices and propaganda sheets than carefully constructed advertisements 

directed at the addressee’s sense of patriotism, civic duty, guilt or 

self-interest. They helped to create a cultural environment where the 

injustices suffered by less fortunate nations and the fate of the individual, 

family and local community became entwined. Despite their use of the 

national symbols of flag, lion, war heroes, Britannia and John Bull, and 

significantly, the common soldier who is authoritative, happy and part of 

the greater enterprise of the national cause, the campaigns failed in their 
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primary aim. Their rallying calls in the battle for the defence of freedom, 

liberty and their corollaries of rights and duty pictured an ideological 

position that made equivalences of national interest, communal solidarity 

and personal happiness. The slogans elicited a conditioned response 

where the posters addressed real anxieties and appear to propose 

resolutions and where dominant values, were automatically affirmed 

and misgivings repressed. As such they were the product of a cognitive 

dissonance. They are pictures of deceits to conceal what Slavoj Zizek 

calls the rupture at the heart of the real. They are part of the facade that 

constitutes the coherent reality demanded by a belief in service, but even 

when it has been demystified, people still act as if they believe. There is 

a kind of complicity or mutual dependence where the commitment to the 

war that had already been made in terms of the sacrifices made by many, 

had not only to be endured but justified in the promise of an unalienated 

social cohesion appropriated from commercial popular culture. 
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Meaning and the poster 2: 

war loans and charity campaigns 

in Britain 

| T WAS CLEAR from 1914 that the British government was not going 

to finance the war from normal revenue and as the demands grew 

so did the need to encourage the home population to lend money to the 

government. In addition to the sale of Treasury Bills, the government 

launched loans in November 1914, June 1915 and January 1917.'! After 

September 1917 they marketed a series of national war bonds under 

different guises.2 These loans and bonds had a minimum deposit, a rate 

of return and a repayment timescale that deterred the small investor 

until, at the launch of the second loan, the government made it possible 

to buy War Savings Certificates that cost 15 shillings and sixpence 

(77.5p) and could be cashed in for £1 after a year. These were far more 

attractive to the small investor and War Savings Certificates continued 

to be available until 1919.’ 

The amount raised by loans, bonds and certificates increased in the 

second half of the war because the rise in personal disposable income 

among the workforce coincided with decreased opportunities to spend 

it in a period of shortages. By the use of aggressive marketing a lot of 

this spare cash found its way into the government’s coffers after 1915. 

Hedley Le Bas and the Caxton Advertising Company were given the job 

of selling the second and third loans, while bonds and certificates were 

pushed from ‘the platform and the pulpit, but more particularly through 
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the press’.4 Increasingly, from 1917 posters became an important medium, 

not least because the sale of loans, bonds and certificates were often 

made at public events such as ‘Feed the Gun’, ‘Tank Week’ and “Business 

Man’s Week’ which were held around the country and were vigorously 

and extensively advertised in public spaces. These were one-off events 

but there was the constant low-level exhortation to invest from hoardings, 

railway stations, post offices and other public buildings. 

The various outdoor advertising campaigns were initiated nationally 

under the umbrella of the National War Savings Committee and the 

Scottish War Savings Committee and implemented locally through 

a network of over 1,500 local Associations for War Savings. The 

associations drew on many of the same people involved with the local 

You get more than he does 
WHAT ARE YOU DOINGD | 
WITH THE DIFFERENCE ¢ 

puy (1 © = é 
WAR SAVINGS ~~” 
CERTIFICATES 
buy as many as you can afford 

16 Bert 

Thomas, 1918, 

You Get More 

Than He Does 
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recruiting committees in 1914-15 and who now became representatives 

for the National War Aims Committee (NWAC).> The National Savings 

Committees used mainly printing companies based in London and 

Edinburgh who would, like the PRC before them, have distributed the 

posters to local bodies. Often these posters had a blank space left on 

them so that details of the local fund-raising events could be overprinted. 

This must have lent a certain visual coherence to the various local 

activities but such a design was almost certainly on the initiative of the 

printer and not the government committee. There is no evidence that 

the national committees issued a brief for the printers to follow and 

the only constraints on the printers would have been those imposed by 

the need for the copy to convey accurately the details of the financial 

conditions of the various loans, bonds and certificates. What the various 

campaigns do have in common is ‘the usual combination of commercial 

inducements and patriotic appeal’. Le Bas commented in 1915, ‘We must 

give the investor something for nothing to make him lend his money. In 

other words why not make patriotism profitable.” There is no common 

visual style in the posters, although they do rely on traditional patriotic 

imagery to a far greater extent than the recruiting posters, images of St 

George, Galahad, Britannia and even Joan of Arc were used alongside 

the British Lion.* Many are letterpress and differ widely in type form, 

type size, in paper size and in colour and copy. They range from the 

detailed description listing the financial terms and rates of interest to 

short simple commands to ‘Buy War Bonds’. 

The double appeal made by some of these posters to financial 

prudence and patriotism 1s communicated by the juxtaposition of citizen 

and serviceman indicating clearly the link between the civilian and 

military effort. The motives for buying bonds or certificates, patriotism 

or self-interest, do not always sit easily together, as can be seen in Bert 

Thomas’s design (figure 16) where the civilian needs a strong prompt 

from the soldier to do his duty. These posters for bonds and certificates 

often addressed different audiences. Some posters for the National Bond 

were made to look like boardroom portraits and were almost certainly for 

display in banks and clubs.” Other posters for War Certificates addressed 

a working-class audience where working men were shown discussing the 
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merits of the certificates.!° The successful illustrator and cartoonist, Bert 

Thomas, was used extensively by the National War Savings Committee, 

not least because his popular and accessible style could be turned to a 

variety of ends. Large and small investors could be encouraged, exhorted 

or challenged to invest by his deployment of the stereotypical capitalist, 

worker or serviceman. !! , 

The problem of contradictory motives was resolved in a number of 

letterpress and picture posters that stressed the purely financial benefits 

of investing. Frequently, the small investor, usually civilian and male 

but occasionally a serviceman, is prompted to invest for his children or 

his old age in certificates or bonds backed ‘by the power of the British 

Nations’ or because they are as ‘Safe as the British Empire’. In these 

To prevent this - 

WAR SAVING 
CERTIFICATES 

17 Gregory F Brown, 

June 1918, To Prevent 

This — Buy War Savings 

Certificates Now 
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examples national and financial security are tied together and any 

conflict of interests is diffused. 

However, the loans and savings certificates were to enable the country 

to continue fighting and references to war were rarely absent. The posters 

re-worked themes from the earlier PRC Campaign. Appeals were made 

through real or mythic figures like Nelson, Wellington, Britannia and, in 

a poster from the Scottish War Savings Committee, William Wallace.!2 

In 1918 a poster by Gregory Brown, one of two on the same theme of 

Britain’s fate at the hands of a victorious Germany, shows an enslaved 

British Nation as a warning and an inducement to invest for victory 

(figure 17). 

Many of the posters in this campaign eschew the detailed represen- 

tations of British heroes and industrial activity or the compressed 

narratives of Bert Thomas. These stripped-down posters composed of 

a few colours and assertive in image and copy, command viewers to 

‘Bomb Them with War Bonds’, ‘Bring Him Home with War Bonds’ 

or ‘Buy War Bonds Now!’ Their impact is strong, direct and instant 

as in the example shown in plate g which is done in the style of the 

Vorticist C.W.R. Nevinson. They conjoin money and war in a clear and 

unproblematic way to give a strong prompt to action. 

Posters were centrally printed and then distributed around the 

country to advertise local versions of national campaigns such as “Tank 

Weeks’, ‘Aeroplane Weeks’ or “Feed the Guns’ weeks which were held to 

sell loans, bonds and certificates. The posters showed images of guns, 

tanks or planes in action at the front but in a simplified, stylised and 

often silhouetted form. These technologically optimistic expressions of 

modernity and industrial competence communicated a sense of power 

and forward momentum without the detailed representation of any battle 

(plate ro). With generalised, almost stock, images and the empty spaces 

reserved for local bodies to overprint specific dates and places, these 

posters were extremely flexible. Used widely across the country, they 

gave a visual unity to the campaigns and cumulatively they contributed 

to a sense of common purpose, of the effective translation of personal 

investment into military power on a national scale. Sometimes, the 

contribution of civilians to the war effort is literally conveyed as a family 
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‘feeds the gun’ but often a sense of power and success is communicated 

through simple images of thrusting phallic guns and rearing tanks 

crushing all before them in an effortless way that was never repeated on 

the battlefield (plate 11). 

While war figured in many of the loan posters it did so in a rather 

stylised way. Pictures of the weapons of war or men in action did nothing 

to convey the brutality and harshness of the conflict. So, it is all the 

more surprising that the National War Savings Committee accepted a 

poster by Frank Brangwyn, an Associate of the Royal Academy and a 

well-respected artist and lithographer (plate 12). Here war is not subject to 

comic book exaggeration, nor reduced to patriotic emblems and idealised 

scenes of past victories. In this poster a British Tommy ruthlessly 

dispatches the enemy soldier with a violence effectively conveyed through 

the dynamic of the picture’s composition. The enemy soldier is no 

caricatured representation of Germany’s pitiless aggression but another 

human being. The copy, designed and integrated into the poster’s overall 

composition by the artist, effectively links our financial investments to 

the action of the British soldier bayonetting the German. Our money 

gives him the strength to strike the lethal blow. We are accessories to this 

single act of violence which lays bare the real relationship between money 

and war. As Maurice Rickards suggests, “it was certainly one of the most 

vicious posters of the war’ and a positive incitement to violence.'4 

In its artistic force and the unromantic presentation of war, Brangwyn’s 

poster was conspicuously different from all the other posters in the war 

loans campaigns. However, there is no suggestion that the Committee 

had any reservations about it. Equally, it is unlikely that they actually 

commissioned it, as one recent writer has suggested.!> It is likely the 

responsibility lay with the Avenue Press which printed all Brangwyn’s 

war posters. Certainly the chairman of the printing company agreed with 

Brangwyn that ‘nothing could be too drastic to fight the German’s with.’ !6 

Nor did the poster represent a change in policy on the part of the National 

War Savings Committee. It came too late for that. It was produced as 

part of the Autumn War Bonds Campaign that started in September 1918 

six weeks before the cessation of hostilities. Brangwyn also designed a 

larger less violent version of the poster with a more anodyne copy, ‘Back 
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Him Up. Buy War Bonds’ that was printed later. After the war the loans 

campaigns of 1919 had no role for such unvarnished representations of 

conflict. 

In the last two years of the war the conflict made a greater impact 

on domestic life. The U-boat blockade resulted in shortages of food and 

there was a continuing demand for more men to fight and to carry out 

war work. In order to harness the human and material resources of the 

country and to deal with shortages in a way that contained any anger and 

unrest, the government had to become increasingly involved in the life 

of its citizens. This was done mainly through the new ministries dealing 

with Labour, National Service, Munitions and Food established at the 

end of 1916 by the new administration under Lloyd George.!” 

While the government directed the movement of labour and controlled 

the price and distribution of food, rationing was not introduced until 

1918. Education, not legislation was its preferred method. Consequently, 

all the ministries to varying degrees used pamphlets, posters and official 

proclamations to disseminate information. 

The posters produced by the Ministry of Munitions, for instance, both 

inform and persuade, often at the same time. In this publicity those 

recruited to munitions work are presented as a crucial part of Britain’s 

fighting force, either directly, by identifying them with the recruits to 

the fighting services; or indirectly, as in Will Dyson’s image where the 

unremitting output of British munitions workers is the despair of <Fritz’ 

the enemy (figure 18). The phrase ‘No Holidays’ becomes a matter of 

celebration, not a reference to exploitation, and disguises the dangerous 

and laborious nature of munitions work. Tradesmen who were encouraged 

to transfer to munitions work are constructed as solid, reliable workers 

and significantly beyond conscription age (figure 19). In this poster there 

is a neat reversal of the line of men used in a number of army recruiting 

bills. The cheerful and determined labourers march towards the viewer 

and the words ‘Labour Exchange’ marked out in red from other parts of 

the copy direct them to their destination. They are not marching away 

from the viewer to some distant battlefield (plate 2), and by presenting 

these recruits in an eager rush the poster negates associations with the 

dole queue. As the war continued and more able-bodied men in all 
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uy! | 
Offer your services to-day to the | 
nearest LABOUR EXCHANGE 
where full particulars and rates 
of pay can be obtained. 

= TOREFONTD fy PAINTED UF POMNBON, MHOORY B OD CYP, KONO OE 

1g Anon., Builders’ Labourers and 

Navvies Wanted for Urgent War Work 

trades were conscripted to fight so the labour problems, particularly in 

munitions work, were solved by dilution: the use of semi-skilled or hastily 

trained replacements. The replacements included women who, though 

represented in labour recruitment posters published by bodies like the 

Ministry of Munitions and the London County Council, were shown 

silhouetted and from a distance in a way that obscured the arduous 

nature of the work. 

The Ministry of Food was set up by Lloyd George and under the 

energetic leadership of Lord Rhondda, appointed Food Controller in April 

1917, a network of local food councils and Divisional Food Commissions 

were established to implement controls over the price and distribution of 

basie foodstuffs. Much of the work of local food councils was to inform 

people about the controls, check they were being carried out and, in 
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1918, to implement rationing. Only in the important but limited area 

of waste was an active publicity campaign of persuasion pursued. Here 

the voluntary work of the League of War Safety was taken over by the 

Ministry of Food and posters early in the campaign were produced on 

behalf of both bodies. Posters and pamphlets were also deployed locally 

by the food councils.'® The posters address the woman of the household, 

wife or mother, who contributes directly to the war effort by her frugality. 

The home literally becomes an extension of the battlefront. Kitchen and 

ocean are juxtaposed to underscore the point that food is only available 

thanks to the sacrifices of our sailors who run the German blockade 

(plate 13). To waste food is to throw that sacrifice back in their faces. 

The object used most often to represent food is the loaf. This is not 

accidental. Bread was a staple diet in Britain and its availability became 

the measure of the severity of the food shortages. Lord Rhondda was 

determined to secure the supply of bread and peg its price to what 

was generally affordable to help keep a check on potential discontent. 

In a large number of posters and streamers, often containing a simple 

representation of a loaf, housewives are urged “Don’t Waste Bread’ or “Eat 

Less Bread’ as here in this banal equivalent of the German ‘object poster’ 

(plate 14). Interestingly, bread in Britain was never in short supply. By 

using more of the wheat to make bread flour and by mixing it with maize 

and barley flour, bakers produced a more nutritional loaf than before the 

war.!9 However, it was seen as inferior and more importantly its availability 

seemed constantly threatened. Such was the power of publicity. 

The posters so far discussed were produced for government bodies 

in an effort to raise men and money and to secure popular support for 

the war. They were, in the main, anonymously designed and printed by 

commercial companies, drawing on the strategies and visual rhetoric of 

popular advertising. After the war these posters were often dismissed 

by art critics, curators and even established figures in the billposting 

trade as being ‘cheap and vulgar’ in sentiment, as well as ‘poor things 

in point of design’, although Cyril Sheldon, the Leeds billposter, admits, 

‘it may be that they served their purpose’." [f, according to Sabin and 

Hardie, curators who published the first book in English on the posters 

of the First World War, a poster should ‘grip by instantaneous appeal; 
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hit out as it were, with a straight left then something as simple and 

direct as Maurice Randall’s ‘Save Food’ (plate 15) makes the point and 

prompts action more forcibly than Spencer Pryse’s “The Only road For 

an Englishman’ which could be subject to the criticism that it is excellent 

as a lithograph ‘but ineffective when valued in relation to the essential 

services that a poster is required to render’.2! Yet it is the Pryse that 

Sabin and Hardie praise and the Randall they dismiss. 

These authors were using aesthetic criteria and by such measure the 

designs of established artists like Pryse, Brangwyn and Clausen were 

prized above the mass of commercial bills that dominated First World 

War publicity in Britain. The London Underground, in particular its 

publicity manager Frank Pick who ‘commissioned’ artists to produce 

posters for the company, was singled out for special praise, not least 

because he refused to display the PRC posters on the Underground 

because they were ‘too bad to be hung’.?? In fact, Pick ‘commissioned’ 

very few war posters.?> Apart from Pryse’s lithograph and Brangwyn’s 

‘War — to Arms Citizens of the Empire’ of 1915, only four more posters 

were produced by George Clausen, Charles Sims, F. Ernest Jackson and 

J.Walter West in 1916.74 All four presented an idealised image of Britain 

in posters with high pictorial rather than design quality and were sent 

directly to the Front to be displayed in dugouts and huts.?° Though this 

output was small it enhanced the company’s reputation as a patron of the 

arts and serves to remind us that many posters were the product of private 

initiative, not government policy. In fact the private sector represents a 

major source of poster production in Britain. Publishers, manufacturers, 

transport companies and even printers published war posters and as the 

war continued the growing poster presence was added to by the voluntary 

sector, those charities and associations whose principal purpose was to 

raise money and materials for a wide range of causes. 

These bodies operated largely outside direct government control, and 

the growth in their numbers after 1g15 was so rapid that the government 

became alarmed.?° Perhaps it was no accident that many of the charities 

had members of the royal family, the government, the aristocracy or Civic 

leaders as patrons. It was an effective way of tying them into the social 

order or using them as a channel for government policy by giving them 
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an official though not political status. The expansion of voluntary work 

paralleled the extension of government control into many areas of people’s 

lives for the first time after 1915. It was as if the one was a compensation 

for the other, a way of preserving a degree of involvement and control 

by social groups used to playing an influential role, particularly at local 

level. At first, these charities focused their attention on the relief of 

refugees and defeated populations who had suffered at the hands of the 

Germans in the early years of the war. The National Committee for the 

Relief of Belgium formed in 1915 by the Lord Mayor of London was a 

substantial organisation producing one million flags and 185,000 posters 

in its first year, and raising £165,000.?7 Similar campaigns were launched 

in support of Armenia, Serbia and Poland. 

While not organised by the government, these campaigns were 

certainly welcomed by it. They supplemented the government’s efforts to 

secure the support of the population for war by finding a righteous cause 

for which to fight.*® As we have seen, it became easier after Germany’s 

invasion of Belgium to present her as a country with no respect for 

international treaties. In the wake of this invasion came exaggerated 

stories of the wilful destruction of cities and the execution of citizens. 

Whatever the strategic justification for these alleged actions, they were a 

propaganda disaster for Germany and allowed Britain to present Germany 

as a pitiless tyrant and a threat to British liberty in officially sponsored 

campaigns. The anger of the British people and their determination to 

defeat Germany and hold her accountable for her actions was a genuine 

and motivating force. The work of the various relief committees kept this 

indignation on the boil and provided an opportunity for those citizens 

who could not enlist to feel they had a role to play in this resistance to 

naked aggression and to ameliorate the suffering of its victims. 

For all the anti-German rhetoric, the poster designed by David Wilson 

and produced independently by the printer David Allan and Sons is 

unusual in presenting such a blatant image of a brutal and murderous 

German soldier (figure 20). It draws on anti-German propaganda generated 

in the popular press largely under the inspiration of the newspaper owner 

and patriotic enthusiast Lord Northeliffe and promoted by right-wing 

organisations such as the British Empire Union, the National Party and 
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REMEMBER BELGIUM 
MAR. ALEXANDER POWELL’S INTERVIEW 

wor 

GERMAN GENERAL BOEHN 
INTRACTS—see “THE DAILY TELEGRAPH,” 12-9- 14. 

BOEHN: The accounts of atrocities on non- 
combatants are lies. 

POWELL: But three days ago I was at Aerschot 
and the whole town isa ghastly, blackened ruin. 

BOEHN: When we entered Aerschot the son of 
the Burgomaster drew a revolver and shot my 
Chief of Staff, What followed was only retri- 
bution. ‘The townspeople only got what they 
deserved. 

POWELL: But why wreak your vengeance on 
women and children ? 

BOEHN: None haye been killed, 
POWELL: [have seen their mutilated bodies and 

so has Mr. Gibson, the Secretary of the 
a ican’ Legation at Brussels, who was 
present during the destruction of Louvain, 

BOEHN: There is danger of women and children 
being killed during street fighting if they insist 
on coming out, Itis unfortunate, but 

POWELL: But how about the woman's body I saw 
with the hands and feet cut off ? ‘ow about 
the little girl two years old shot in her mother's 
arms by an Uhlan and whose funeral I attended 
at Heystopdenberg ? How about the old man 
hung from the rafters by his hands and roasted 
to death by a bonfire built under him ? 

BOEHN: J ean only insist that 1 personally did 
everything possible to protect non-combatants. 
Quite recently | sent ovo soldiers to gaol 
for_attacking a_ywonvan. 

BRITISH OFFICER'S LETTER 
EXTRACTS- THE TIMES," 12-9614 

“This may interest you, as | am 
writing it in the firing line. 
lam in a small village on the ex- 
treme left, and can see the horrible 
cruelty of the Germans to the 
inhabitants. We have got three 
girls in the trenches with us, who 
came to us for protection. One 
had no clothes on, having been 
outraged by the Germans. I have 
given her my shirt and divided my 
rations among them. In _ conse- 
quence | feel rather hungry. 
Another poor girl has just come in, 
having had both her breasts cut off. 
Luckily Teaught the Uhlan officer 
in the act, and with a rifle at 300 
yards killed him. And now she is 
with us, but, poor girl, I am afraid 
she willdie. She is very pretty, 
and only about 19, and only has 
her skirt on. . ge 

Should YOU stand by while such things go on? 

Our brave Soldiers at the Front need YOUR help 

OFFER YOUR SERVICES NOW 
20 Anon., Remember Belgium 

the Navy League. Generally, outdoor advertising operated more indirectly 

as ina poster for Serbian Relief (figure 21) showing the effects of atrocities 

in order to construct Germany as brutal and the defeated population as 

an object of pity. Posters of this kind empower viewers by giving a moral 
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ae RYLESS ! 

PLEASE HELP! 
needed by 

& Cromwell Roud, 
Lendon, SAW. F. sty Addressd 

21 Anon., Countryless 

Justification to their anger and a focus to their charity. A number of well- 

established artists who often gave of their services free of charge were 

used by these organisations, though not always appropriately. The copy 

in a poster illustrated by John Hassall seems powerful enough, but the 

sentimental style of the image, redolent of his theatre posters, is out of 

keeping with the seriousness of the subject (figure 22). By contrast the 

Dutch artist Louis Raemaekers in his image of Belgian victims conveys 

the right degree of pathos and helplessness in order to elicit the required 

public response (plate 16). 

As the war continued, the focus of charitable activity widened to 

include the provision of material support to those fighting and those 

caring and for the wounded men and animals.?? From tobacco to fresh 

vegetables, posters exhorted citizens to send aid for the heroic and 

deserving British serviceman. However, as the troops returned from 

the front badly wounded or permanently disabled, a new image of the 
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22 John Hassall, 1916, 

1,500,000 Belgians are 

Destitute in Belgium 

le must not not Slarve. 23 Frank Brangwyn, 1914, Do 
PORT. pvels) ORT THE LOCAL EB ; s 

= Your Duty to Our Boys as They 

are Doing Theirs to You 

’ DONATIONS 
) LARGE>SMALL 

SN BUT SEND NOW WHILE 
@nAYOU THINK OF IT os THE 1914 WAR SOCIETY WANTS TO GIVE EVERY DISABLED MAN A FAIR j 

_ CHANCE OF HONOURABLE INDEPENDENCE IN HEALTHY RURAL SURROUNDINGS @ 23°Sone'Sit SPS ace w 
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Plate g After C.R.W. Nevinson, Plate 10 =Anon., 1918, London’s Week 

Now — Back the Bayonets 

FEED THE GUNS 

B”W""BONDE 
Plate 1 ~=Bert Thomas, 1918, Feed the Plate 12 Frank Brangwyn, Put Strength 

Guns with War Bonds and Help to End in the Final Blow suy War Bonds 

the War 



0 THICK SLI 
| — EVERY DAY. and 

Defeat the U' Boat 
MINISTRY OF FOOD F.C. Mo 18 CLARKE @ SHERWELL, LTD. PRINTERS, LONDON 

Plate 13) Anon., Don’t Waste Bread! 



thoes Pars yee 

ANI FMR 
NM i 
NYA a 

HAN 
ANAS NA A 

venhe 

a a 
a 

Plate 14 Anon., Eat Less Bread 



Plate 155 Maurice Randall, Do Your Bit — Save Food 



aN e=jakellely, 

THE NATIONAL COMMITTEE FOR RELIEF IN BELGIUM. 

TRAFALGAR BUILDINGS. TRAFALGAR SQUARE. LONDON. 

Plate 16 Louis Raemaekers, 1916, 

In Belgium 

REO CROSS*RON CROSS? 

WOUNDED ANDA PRISONER 
OUR SOLDIER CRIES FOR WATER. 

THE GERMAN SISTER 
POURS ITON THE GROUND BEFORE HIS EYES. 

David Wilson and WEB, 

Red Cross or Iron Cross? 

Plate 18 

\\ “rHumes up” 
PATRON OF THE FUND QUEEN ALEXAN DRA. 

WOUNDED SOLDIERS »> SAILORS 

“FAG DAY 
TUESDAY. MAY 29" I917. 

THE SMOKE FUND OFFIC/ALLY APPROVED BY THE 
WAR OFFICE & ADMIRALTY. Offices 4 Buckingham Gate. S.W. 

wear bow 

Plate 17 Bert Thomas, 1917, Fag Day 

a 
A 

i p a a 
B The British The Order of St John of i 
a Red Cross Society Jerusalem in England fa 
i i 
of j 

rE 
zx 

NTT THURSDAY. OCT.18= | 

Help the Wounded 

Plate 19 

Our Day 

a pees A 
fom Purvis, 1917, 

Most Urgent of All Funds 



Plate 20 Anon., Time for One More 



Plate 21 Bert 

Thomas, ‘Arf a “Mo” 

Kaiser!’ ... Gladden 

the Heart of a Hero 

The 

Weekly 
Dispateh’ 
Tobacco Fund 

EVERY 6° 
will Gladden 
the heart of 

a HERO. 

We accept 
contributions. 



Plate 22 Anon., Dunlop Cycle Tyres, Only Me and DUNLOPS Left 



War loans and charity campaigns in Britain 

fighting man emerged in charity publicity. It was an image that had to be 

constructed with some care by the artist, one that could elicit sympathy 

without despair, anger without defeatism. Whether severely wounded, 

blinded or otherwise disabled, the British soldier is never the object 

of pity in these posters.?° Helped by his fellows in arms, cared for by 

a dedicated but pretty nurse, or having his suffering transformed by a 

loving family, he is the object of our admiration and the subject of our 

generosity. Many of these posters have an elegiac quality, acknowledging 

and trading upon the grief of the nation while concealing the industrial 

scale of the casualties in sentimentalised late-romantic visions of loss and 

redemption. Blasted landscapes and groups of huddled men rest under the 

pink, purple and yellow skies of dusk and dawn to depict human disaster 

indirectly through the filter of poetic convention rather than its viscera] 

reality.*! Similarly, Brangwyn’s fighting men are heroic and noble in their 

suffering in a design elevated by its association with an aesthetic discourse 

through its formal association with Michelangelo’s //ood from the Sistine 

Chapel ceiling (figure 23). Others, however, followed the example of Bert 

Thomas’s chirpy and cheerful servicemen with their bandages and crutch 

(plate 17) more familiar from popular commercial culture. 

Finally, let us look specifically at posters calling on support for well- 

established organisations whose activities expanded substantially during 

the war, and whose commitment to voluntary service within a Christian 

context gave them an important function in moral and practical terms. 

They were the Red Cross, the YMCA and the YWCA. The Red Cross 

was formed in the nineteenth century and, at the outset of the war, joined 

with the Order of St John of Jerusalem to supply a range of crucial 

support services. For example, the British Red Cross Society (BRCS) 

was the means by which local communities were able to send parcels to 

prisoners of war in Germany. Its principal role, however, was to provide 

medical care, ambulance drivers, stretcher bearers, and nurses through 

women recruited as Voluntary Aid Detachments (VAD) attached to 

military and camp hospitals abroad and at home. 

The Red Cross was an international organisation and its symbol 

defined its non-combatant status. Its purpose was to relieve suffering, 

not to secure victory and the voluntary status of the BRCS was crucial 
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in separating it from the government war machine. Ostensibly, posters 

displayed in Britain appealing on behalf of the French, Italian, Belgian 

and Serbian Red Cross testify to the organisation’s international reach. 

Special events such as ‘France’s Day’ were complemented by ‘Our Day’, 

for example. But the fact that these were allied countries or victims 

of German aggression, suggests that they also served a propaganda 

purpose, not least when the image of the self-sacrificing and caring 

nurse that the posters systematically constructed is so shockingly denied 

in David Wilson’s image of the German sister in the poster “Red Cross 

or Iron Cross?’ published by the Dangerfield Printing Company (plate 

18). There was always a tension for the BRCS in showing its volunteers 

helping the British combatants. Inexorably, its attempts to position 

itself as a body responding to a universal, traditional and Christian 

moral code appropriated by the Allied Powers drew it into the British 

propaganda machine. One wonders how far the support it received from 

the national press like Zhe Times, the Daily Mail or the Evening News 

effectively compromised its neutrality. The tension is evident in two 

sets of stamps the BRCS produced in order to raise funds. In a series 

designed by Brangwyn, the activities of the Society’s volunteers at the 

Front are delineated graphically, while a second set, classical in style 

and content, elevates the Red Cross’s work to the plane of universal 

morality.*? Voluntarism was a defining feature of the Society’s activities 

and its funding. Exhibitions, fétes, fairs and collection days were its 

principal means of raising revenue and recruiting volunteers. Publicity 

was a crucial element in these events not least because it helped to define 

the Society, its activities and its volunteers. 

If the male figures in these posters represent a masculine ideal, 

then the representations of Red Cross nurses conform to a powerful 
2 
) patriarchal ideal of femininity.**> They are presented symbolically as 

mother, literally as a ministering angel or as some pure ethereal spirit 

and always in virginal white. Yet, for many middle-class women the 

VAD was a liberating experience. Freed from a domestic universe that 

defined them and given a new experience and the independence to 

demonstrate their competence, albeit within a matriarchal hierarchy, 

such women could feel empowered for the first time.*4 Not that the nurses 
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in the posters demonstrate this degree of competence and control. Most 

commonly, they are seen ministering to the needs of sick, though rarely 

dying men. They exist only in as far as men need them as shown in this 

VAD recruitment poster (figure 24). 

Men’s need was double edged. It suggested a dependency on women 

that volunteer nurses found attractive and empowering.*» The posters 

communicate some of this without emasculating the wounded recipients. 

In fact, so healthy do some of the patients seem their bandages look like 

fashion accessories. In the end, and not always easily, these posters like 
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so many others reinforce established gendered roles. They were after 

all, designed and printed by men for male institutions. We can see both 

gendered roles outlined clearly though indirectly in Tom Purvis’s “Our 

Day’ (plate 19). In this poster the male viewer can see himself reflected 

back heroically as bloodied but unbowed, but for the mother, the wife or 

the putative VAD, he is a focus for their love and care.? 

The YMCA and the YWCA provided opportunities for rest, recreation 

and Christian education through the provision of huts, mobile kitchens 

and canteens. The hut, as much as the YMCA’s red triangle and YWCA’s 

blue triangle, came to symbolise the work of the organisations in their 

publicity. The publicity was necessary to advertise for special collections 

during ‘Hut Weeks’, ‘Blue Triangle Weeks’, ‘Red Triangle Days’ and 

‘Emblem Days’. The posters defined the organisations and their activities 

for a wide public. 

As can be seen in ‘The Link with Home — Hut Week’ (figure 25) 

the main purpose of the YMCA was to create a “home from home’ for 

soldiers at the front, an alternative space for wholesome activities and a 

place where men could replicate their domestic roles in an environment 

often decorated like middle-class homes. In a real sense, the YMCA set 

out to domesticate the theatre of war. In the poster the home is linked 

to and contrasted with the war zone. It presents to the soldier a scene 

both familiar and familial, whether imaginary or real. It is one of peace, 

order and love in contrast with the chaos of the trenches where the 

domestic values of social order are profoundly undermined. In the poster 

the triangle guides the eye down to the hut where these domestic values 

are inculcated. 

In other posters, including a series of dull detailed images of the 

exteriors and interiors of huts and dugouts by Edward Wright, these 

places become the focus of men’s search for peace and order. What they 

also provided was a reinforcement of patriarchal values. Where women 

were employed in these places, they took on the roles of mother or sister, 

offering a contrast to the sexual allure of the barmaid or the promiscuous 

availability of the prostitute, who represented those temptations, those 

sources of social and moral disorder, against which the ethos of the huts 

was defined. *” 
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In the posters for the YWCA there are both similarities and differences 

in approach. The YWCA also provided huts which were shown as 

warm and welcoming refuges after hard war work where the YWCA 

is personified as Mother providing succour and shelter to servicemen, 

workers of both genders and to the poor. It feminised the activities of 

the organisation in patriarchal terms. Yet in other ways, the posters 

of the YWCA project a very different image of women. Often they are 

strikingly modern in design indicating, by their form, a level of female 

emancipation.’®> The organisation provided canteens for war workers and 

the posters that publicise this activity differ markedly from other YWCA 

posters and from those of the YMCA. They do not present the canteens 

as homes from homes. Rather they are seen as crucial supports for 

women’s labour. Women are shown either at their work bench or serving 

in the canteen. According to recent work by J.S. Reznick, if the rest huts 

of the YMCA publicity ‘underscored the codes of masculine conduct’ 

then the YWCA placard ‘denied women association with the domestic 

environment and arguably with traditional roles of feminine conduct’.*? 

If the experience of war made it necessary for men to be domesticated 

then the exigencies of war production made it crucial for women to be 

refigured as efficient industrial workers.“ 

These campaigns demonstrate an unprecedented involvement by the 

government in people’s lives. In line with Britain’s war aims, there was 

no question of the government imposing its demands on the population. 

Britain was not an authoritarian state with a command economy. 

There was no labour conscription and while taxes were increased, the 

conflict was substantially financed through voluntary contributions, and 

rationing came in only towards the end of the war. Most people willingly 

contributed their labour, their loans and in some cases their lives. This 

level of support was remarkable in a country where more than half the 

population were not yet enfranchised and where neither the mechanisms 

nor the institutions were in place to achieve a widespread consensus for 

the war. 

To exploit this level of support the government had to address the 

public directly for the first ime. Recognising the need to go beyond simple 

instruction and in the absence of any established political channels of 
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communication, it made use of the agencies and rhetoric of advertising. In 

addressing the public in this way throughout the war, a public discourse 

was constituted in which support for the conflict was adduced less by 

reasoned argument and more by emotional appeal. It was a discourse in 

which the population was seduced rather than persuaded into continuing 

support for the war. In this discourse individuals were addressed and 

thereby constructed as the kind of dutiful, patriotic and self-sacrificing 

citizen for whom supporting the war was a natural response. Differences 

in class and gender were alluded to in the campaigns, but they were made 

to seem differences without significance at a time when all citizens were 

equal in the contribution they could make to the war. 
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Outdoor advertising and the 

symbolic ownership of space 

VV the government through the PRC decided to advertise for 

recruits in 1914 it became involved with a world of advertising 

of which it was largely ignorant, and which it viewed with a mixture of 

suspicion and distaste. However, the need to raise a bigger and bigger 

army when public and politicians were hostile to the idea of conscription 

meant that a substantial publicity drive to encourage men to enlist was 

the only option. This included a major outdoor advertising campaign. 

Under pressure and without really knowing what was involved, the 

PRC left most of the decisions to the commercial printers who designed 

and printed most of the publicity. At best, it could be said that the 

Committee’s Publications Sub-Department took on a supervisory role. 

The government's call to arms drew on a mature and sophisticated 

advertising apparatus. Since the 1880s and the massive increase in 

cheap, branded goods, advertising had expanded and developed in its 

techniques.! Advertising agencies, but more particularly, printers and 

billposting companies were well established in most large towns and 

cities. The billposters had at their disposal a range of hoardings and 

gable ends chosen for maximum effect, disposed as they were through 

town centres and suburbs in such a way as to target customers.” The 

days of fly posting were long gone and outdoor advertising was now as 

carefully planned and strategically sited as it was extensive, 

In the Introduction we looked at changes in the form of government 

publicity as it moved from public notice to commercial poster. This 
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formal change was accompanied by a spatial shift. If, before the war, 

official publicity and commercial advertising occupied different spaces, 

then during the war government publicity, influenced by the strategies 

and rhetoric of advertising, seemed ubiquitous. This chapter will look 

at the extent to which this separation of spaces broke down under the 

pressure of war and the need to raise men, money and morale through 

systematic publicity campaigns. It will question the extent to which the 

expansion of this new form of government publicity into public spaces 

previously free from such publicity represented the colonisation of the 

civic space by the commercial world. Finally, it will examine how far 

war publicity operated in the public arena like traditional commercial 

advertising. 

In the early years of the war government publicity was predominantly 

concerned with recruiting, and by the end of 1915 the PRC had produced 

12.5 million copies of its posters and 450,000 display cards.* Not all were 

distributed and at the end of the war the government had on its hands 

a large stock of unused posters. However, more than enough were sent 

out for display to leave an impression on contemporaries. Their accounts 

attest to the extensive use of hoardings and walls. Writing in early 1915, 

Michael McDonagh describes London ‘vibrant with the call to arms’ 

where there were recruiting posters on every hoarding.‘ By the middle 

of 1915 a writer in the Windsor Magazine refers to ‘an infinite variety of 

pictorial and letterpress appeals to the manhood of the nation’ to be 

found on hoardings across the country.® In 1916 Charles Higham, an 

advertising expert employed by the government, writes of the moment 

when ‘Posters appeared on every hoarding [and] were emblazoned on the 

walls of conspicuous buildings.’ ® 

While these accounts may have been partial and while the authors 

may have had their own reasons for asserting the role of the hoarding, 

it is difficult to dismiss the constant reference to the use of these 

commercial sites for the recruitment campaign. More pertinent was the 

fact that the billposting trade was undergoing something of an economic 

crisis at the beginning of the war as contracts with advertisers for the 

\utumn and Winter campaigns were cancelled at short notice in the 

face of uncertainty on the outbreak of war.? While the billposting 
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trade did pick up slowly, it never reached pre-war levels until after 1918. 

Consequently, there were a lot of underused hoardings and the attraction 

of free recruiting posters for hard-pressed billposting firms must have 

been irresistible for economic as well as patriotic reasons. The editorial 

in The Billposter of January 1915 observed, ‘Our hoardings have been half 

empty for months and are now covered by army appeals and posters taken 

at reduced rates.’ 8 

Given the availability of free posters and the large amount of space to 

be filled, one is surprised by the lack of visual evidence of PRC posters 

on hoarding and walls in the photographic archives. It is far more usual 

to find photographs of posters on recruitment buses and trams and in 

the windows of shops and recruitment centres.? In this regard, it is useful 

to note the comments of John Allen writing at the beginning of 1915 

in the Placard, a journal edited and published by the Leeds billposter 

Cyril Sheldon. In Allen’s view, the hoardings were underused and the 

appearance of posters was spasmodic and haphazard, not least because 

so much was left to the initiative and enthusiasm of local recruiting 

committees and individuals. The PRC only supplied publicity on request 

and what was lacking was a general billposting campaign directed from 

the centre and applied nationally. In his view, the war office needed 

the services of a good billposting company.!° No doubt he had his own 

company in mind.!! 

Allen’s recommendation was never likely to be met when the use of 

most outdoor advertising was the result of local decisions and initiatives. 

Asa result, appeals for recruits and signs announcing public meetings or 

giving directions to recruiting offices came from local printers. A major 

recruitment campaign in Manchester financed by local businessmen, for 

example, used locally published posters, tram and window stickers and 

placards attached to lampposts.'” From the illuminated recruiting tram 

used in Leeds in September 1914"° to the hand-chalked boards outside 

a Salford shop," it is evident that local groups and individuals added 

their own distinctive brand of publicity to the general appeal for recruits. 

Local billposters would design, print and post patriotic placards on their 

own hoarding at their own expense (figure 26).!° 

In emphasising the local nature of much of this outdoor advertising 
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JANUARY IST, IQI5 THE BILLPOSTER qL 

THE POSTER THAT SERVED TWO PURPOSES 

“ THESE COLORS WILL NOT RUN.” 

The above is taken from a photo and produced in actual colors on one of 
the Banbury Billposting Co's (Ltd.), Hoardings. Naturally it would strike the 
observer's eye as a large lithographed production ; such is not the case. All the 
flags are composed of blanking paper cut out to form the Allied colors. 

The Banbury Billposting Company believe it to be the best way of making 
use of any additional space that can be spared in the various towns during the 
depression in the trade. 

While the motto on the Union Jack 

“YOUR KING anp COUNTRY nrEp YOU.” 

is imperative, it is also applicable to business firms by adding ‘ Your King and 
Country desire that you should ‘ Business as Usual.’”’ By adhering to both calls 
the Country will have no fear of alarm. 

OxrorD Biripostine Co., Lrp., or the 

BanBurY Bititpostine Co., Lrp., 43 and 45, George Street, Oxford. 

26 The Poster that Served Two Purposes, “These Colours Will Not Run’ 

we must not play down the national dimension. The posters, streamers, 

placards and bills that appeared on the hoardings and walls and in 

buses, trams, shops, recruiting stations and houses across the land were 

frequently supplied by the PRC and so recurred in a multitude of urban 
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and rural settings. Sometimes the same design was adapted for different 

uses. !6 

The national dimension was reinforced when a local recruiting 

committee like that for Essex adapts a PRC poster or uses a locally 

produced poster to echo a national theme (figure 7).!7 On one rare 

occasion the PRC used one of its posters for a national campaign when it 

requested ‘heads of industrial municipalities’ to erect special hoardings in 

city centres to take the poster ‘Fill Up the Ranks. Pile Up the Munitions’ 

(plate 3). This was in May 1915 when the new Minister of Munitions, Lloyd 

George, was addressing a crisis in the supply of munitions. According 

to the Manchester Courier, not only municipalities but also the railway 

companies responded positively to the request.!® 

How were these posters displayed? Grouped together as they are in 

Cardiff (figure 27) or outside Curzon Hall in Birmingham (figure 28) they 

achieve their effect cumulatively. But it has to be acknowledged that they 

2 Recruiting 

Headquarters, 

Queen Street, 

Cardiff 
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present a jumbled, untidy impression as picture and letterpress posters 

jostle for space with no obvious logic or order. Any unity comes from 

their shared purpose and common theme. This kind of visual disorder 

could easily confirm the view of the many critics of outdoor advertising 

that the poster remained an eyesore in the public space. It was only the 

national purpose of the campaign that kept the criticism at bay. 

The confused effect produced at these poster sites may have been 

due to the inexperience of outdoor advertising on the part of the local 

recruiting committees. When the PRC supplied advertising material to 

more experienced advertisers the effect was very different. The hoarding 

REC S ENTRANCE. 

28 Curzon Hall, Suffolk Street, Birmingham, August/September 1914 
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RR ERE RT 

_YORKSHIRE RAILWAY 

mEMLIST TO-DAY 

29 Recruiting Posters Exhibited by the Lancashire & Yorkshire Railway 

on Manchester Victoria Station (figure 29) shows what can be achieved 

by the orderly presentation of bills of different sizes.!9 The central poster, 

the eye-catching ‘Remember Belgium’, is larger than the single-sheet 

posters that surround it and visually holds them together by giving a 

clear focus for the viewer. There is also a logic to their placement. The 

appeal to moral outrage at the invasion of Belgium is reinforced by the 

reference to Germany’s disregard for the international guarantees of 

Belgium’s independence, publicised in the “Scrap of Paper’ ?° placard, 

while the other bills offer you the opportunity to channel your anger by 

responding to the figurative call to arms and enlisting. Of course, other 

forms of propaganda would have predisposed you to get the message from 

the hoardings but clearly this was no unconsidered display. 

Posters took some time to appear on the railway hoardings and it may 

have been, as the Railway Gazette suggests, that the earlier recruitment 

bills ‘were not issued in the usual standard sizes’ and were therefore 

difficult to aecommodate.?! With the issuing of the ‘Think’ poster the 

problem seems to have been resolved. Produced at the beginning of 
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JON THE ARMy AT Once 

30 Near View 

of Special 

Recruiting 

display, Main 

Square, York 

Station, NER 

1915, it was the centrepiece of displays in York and Newcastle that year 

(figure 30). It appeared with other single-sheet bills in the main booking 

halls at York and Newcastle and on specifically constructed hoarding 

outside the North Eastern Railway’s (NER) headquarters in York (figure 

31). In Newcastle the poster is considerably enlarged and in York it is 

attached to a special hoarding where a large letterpress poster addresses 

the ‘Men of the North’. Men are adjured to enlist and make the enemy 

pay for the cowardly attack on the undefended north-east coastal towns 

of Hartlepool and Scarborough in December 1914. This 1s a clever, topical 

advertising campaign and one that was certainly put in place by the 

company's own publicity department. 

Here the NER was using advertising material mostly generated elsewhere 
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31 Recruiting Posters exhibited near the Headquarters Offices, York, NER 

but railway companies did publish publicity material throughout the 

war and holiday posters were still appearing in 1915.2? The only railway 

company to produce its own war publicity was the London Electric 

Company, later known as the London Underground, which contributed 

to war propaganda on its own terms. While using only artists whose work 

would maintain the company’s artistic reputation, beyond its ‘galleries’ of 

the Underground stations the company was notaverse to the use of popular 

propaganda. Its buses carried on their rear, in 1915, a bill exhorting men 

to ‘Follow the Buses to the Front. THE BEST COUNTRY ROUTE OF 

THE YEAR FOR MEN. By Bus to the Trenches Start NOW’.3 

The impact of the PRC posters was not always confined to local 

sites or railway stations. At the bottom of Aldwych in London in March 

1915) a huge hoarding was set up on which was displayed ‘A Poster 

Gallery’ of what were judged to be the best recruiting posters. These 

consisted of images of smiling soldiers marching off to war. Both The 

Guardian and The Billposter suggested that the posters were less effective 

cumulatively than singly*4 but this was no jumbled mass of placards 

outside a recruiting station. If the reports are correct then the impact of 

the hoarding must have been powerful, not just because of the size of the 
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32, Woman giving a recruiting speech in Trafalgar Square, London, August, 1915 

hoarding, but also because of the way the single theme of the modest but 

cheerful Tommy, supporting his comrades and going off willingly to do 

his duty was reiterated. Although the articles in the press do not specify, 

the posters referred to are almost certainly ‘Line Up Boys’ and ‘Come 

Along Boys’, published in the month the hoarding went up (figure 2).?° 

Here the advertising strategies of concentration and repetition were 

being used to great effect. 

We have examined in some detail the campaigns by government 

agencies and charities that gathered pace after 1915. The ways in 

which they engaged with the public represented both a continuation 

and a break with the recruitment campaign. The National War Aims 

Committee (NWAC), concerned with the mobilisation of morale and the 

combating of war weariness and pacifism 7° operated in a way very similar 
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to the PRC whose apparatus it took over in 1916. It used many of the 

same modes of communication as the PRC, the local meetings with well- 

known speakers and music hall artists as well as the use of leaflets and 

posters.?? A similar relationship between centre and periphery operated 

with the Ministry of Food that displayed its leaflets and posters through 

local Food Councils.?® Labour was a crucial resource during the war and 

various government ministries were responsible for raising and deploying 

a large number of men and women. There was no labour conscription 

and the workforce had to be persuaded and posters were used on sites 

in key industrial and agricultural areas to that effect. 

Some of the most spectacular campaigns concerned the raising of 

money for the war effort from a wide sector of the public through War 

Bonds and War Savings. Administered by the National War Savings 

Committee and Scottish War Savings Committee, publicity for special 

events was provided by the national committees and handled by local 

associations.*” The posters were displayed on all the usual sites across 

the country, and advertising for events were shown on special hoardings 

such as on the stations of the Great Central Railway (figure 33). 
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33 One of the numerous small Great Central bill blocks scattered over the 

London district 
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Fund-raising by charities often produced publicity of a different 

order. Money was mostly raised through one-off events around the 

country, from street collections and flag days to small garden parties, 

fetes, concerts, exhibitions and sporting events. Posters from the most 

professional to the most mundane appeared in the windows of houses 

and shops, outside theatres and galleries and village halls and in the 

streets as a backcloth to street collections. The posters were produced 

in small runs and artists such as Brangwyn, Purvis and Hassall donated 

their services.*° As a visible presence in the public space, they did more 

than merely advertise an event. They helped to amplify the wider national 

appeals and to reinforce the sense that the whole society and not just the 

government was at war. 

The various government and charity campaigns made use of the 

agencies, methods and sites of the new advertising profession and 

this allowed it to move into spaces and take on areas of concern not 

previously part of its sphere of activity. The publicity appeared on sites 

not associated with commerce or even political advertising. Posters, 

show cards and notices were displayed in banks, offices, schools, public 

libraries, labour exchanges, Co-operative Societies and outside village 

halls and garden fétes. Other sites, the barracks and the recruitment 

centres, had a more direct association with war, though not traditionally 

with commercial advertising. 

Reeruitment centres and temporary recruiting booths were most 

frequently found in town halls and city squares. After churches, 

churchyards and cathedral closes, civic spaces were the least likely 

places to contain hoardings and placards, though not public notices. 

The architecture and urban space of these civic sites embodied a 

set of aspirations that set them apart from the sites of commercial 

advertising. The civic space is the place where citizens can be greater 

than themselves, where they can feel enlarged by being part of a common 

purpose and not be addressed as a putative customer. These public 

squares are often named after figures and events of national significance 

like St George’s Square in Liverpool, Albert Square in Manchester or 

Trafalgar Square in London. Here, our military heroes, civic dignitaries 

and inspirational figures are memorialised in stone and look down on 
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celebrations, demonstrations, protests or riots. Writing recently about 

Trafalgar Square, Paul Vallely commented that there ‘we stand in that 

place whose stones give palpable expression to our own social, historical 

and political aspirations’.3! } 

The deployment of war publicity in these places contributed to a 

bridging of the gap between commercial and civic space, as placards fixed 

to monuments, buildings or temporary hoardings exhorted the people to 

fight or part with its money. From September 1914 the most iconic civic 

space in England, Trafalgar Square, bristled with recruitment posters.°2 

The gap between Nelson on his column and Nelson on a PRC poster had 

shrunk. 

Before the war, the spread of advertising was viewed with alarm and 

distaste by much of the middle class, but under the guise of war publicity 

it moved into city spaces previously out of bounds. The same posters 

that challenged or importuned the individual from the hoardings along 

the public highways and on railway stations now did so from public 

squares. But this colonisation of new space was only possible because 

advertising itself appeared transformed by its patriotic mandate. The 

Billposter commented that ‘the whole craft of billposting [was] dignified 

and ennobled by this use’.*? It is interesting to note that Scapa, the 

pressure group most hostile to the spread of advertising suspended its 

activities until after the war was over. *4 

Outdoor advertising did not stay ‘ennobled’ for long. In the second half 

of the war the poster trade had to combat growing criticism of outdoor 

advertising at national and local level due to the excesses of cinema 

advertising. The attack on the film posters for their crude and vulgar 

exploitation of sex and violence awoke memories of similar ‘Horrors of 

the Walls’ from the 1880s when crude and explicit posters advertising 

melodramas, vaudeville acts and “penny dreadful’ publications were seen 

to threaten the moral integrity of the nation. The billposting trade in 

particular had overcome this opposition by setting up its own censorship 

committee. Unfortunately, film posters were outside its control. Often 

produced abroad and distributed with the films, they were displayed 

outside the cinema on boards that were not under the control of the 

censorship committee of the United Billposters Association (UBA). 
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Though the majority of the trade tried to distance itself from the 

actions of the cinema owners, the furore caused by the protest groups 

who tried to limit their display by legislation simply reminded many 

of the middle classes what it was about commercial advertising they 

found so distasteful. Film publicity had been around since before the 

war but such had been the widespread use of commercial advertising 

in recruiting campaigns that the criticism had remained muted. After 

1916, the involvement of outdoor publicity, while it continued, was more 

problematic.*® 

If, where advertising is displayed affects our attitude towards it, then 

so does how it is displayed. The posters, slips and show cards produced 

for the war effort were frequently used in ways very different from 

commercial advertising. Unlike commercial bills which occupied a static 

place on the hoardings and walls or in shop windows for months on 

end, many recruiting posters were drawn into a kind of street theatre 

and became part of small, intense dramas usually lasting a fortnight 

and played out in the squares and thoroughfares of towns and cities 

across the land in 1914 and 1915.°° The posters became supplements to 

more spectacular events and were given a vivid significance as part of a 

wider programme of public speeches, marching bands and army parades. 

In Bristol in August 1914 a mix of posters, press and public meetings 

‘brought forth recruits in growing numbers’.*? In Croydon, in November 

1914 Admiral Lord Charles Beresford addressed a mass meeting at the 

Central Baths Hall and the audience were transported there in tramcars’ 

placarded with large and effective appeals’.°*> A woman speaker in 

Trafalgar Square in August 1915 is surrounded by army officers and 

backed by recruiting posters on a temporary hoarding (figure 32). In 1915, 

a Leeds tram (figure 34) was decorated with recruiting posters and with 

the Leeds City Tramway Band on board toured the city suburbs looking 

for men to bring the Leeds Battalion up to full strength.*9 

Frequently, these events were attended by army bands playing martial 

music and were accompanied by officers looking resplendent in their 

uniforms. *|This] powerful combination of rousing music and speeches 

allied to the spectacle of an organized pageant with striking visual 

images produced an ideal atmosphere for recruiting purposes ... ‘49 In 
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34 The Leeds Pals’ recruiting tram 

this environment the poster offers the prospect of transformation from 

civilian to soldier in defence of one’s country. The attendant soldiers in 

their splendid uniforms present the ‘reality’ and the recruiting sergeants 

who mingle with the crowds close the deal. In April 1915, Advertiser's 

Weekly made reference to the War Office’s fifteen-day recruitment drive 

in London and commented on how the city was deluged in pictorial 

posters on fixed sites and attached to cars as_ part of the patriotic 

demonstrations. ‘! 
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None of this should surprise us. The PRC’s role was always more than 

supplying posters and leaflets. Through local representatives it organised 

public events and supplied speakers, complemented by marching bands 

and army parades provided by local regiments. Publicity was always seen 

as part of these events and not as a separate activity. Of course, when the 

speeches stopped, the bands fell silent and the troops returned to their 

barracks, the recruiting posters remained. on the hoardings outside the 

recruiting offices and at the railway stations. But these jamborees had 

had their effect. They had helped to give a significance and purpose to 

the placards that elevated their appeal above the mere huckstering of the 

commercial bill. 

With the introduction of conscription, government publicity shifted 

to sustaining support and raising finance for the war. The decision to 

finance the war through savings certificates and bonds meant that after 

1916 the greatest publicity efforts went into encouraging businesses, 

institutions and members of the public to invest. The campaigns, well 

publicised by posters, generated the kind of public events reminiscent 

of the recruitment drives of 1914 and 1915. The appeals to investors and 

savers were given a focus and relevance by attaching them to special 

events like “Business Men’s Week’, ‘War Weapons Week’, ‘Feed the Guns’ 

and ‘Tank Week’. These names made clear the target or the purpose of 

the loans. The tanks and artillery present at many of the events from 

where you could buy certificates and bonds, were a reminder without 

being a threat of the war effort in which, through your investment you 

were now complicit, a reminder softened somewhat by the making of 

these spectacles into a fun day out for the family: more fairground and 

carnival, than a serious attempt to adjure and persuade.‘ [f money was 

to be extracted at gunpoint, then this was as pleasant a way of doing it as 

any. It was as if the state wanted the people’s support without inducing 

their consent. One of the most spectacular of these events occurred in 

February 1917, when the War Savings Committee took over Trafalgar 

Square and posted the square and its surrounding buildings with giant 

letterpress posters exhorting people to buy war loans. Large notices 

were attached to the plinth of Nelson’s Column indicating the number 

of days to go before the loan closed to pressure people into investing.*? 
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35 S. Begg, ‘Germany is Watching’: the Lord Mayor in Trafalgar Square on the 

Day Before the War Loans Lists Closed 

The Savings Committee had in effect turned the pre-eminent civic 

square in the land into a giant advertising station. Without doing more 

than conjoining outdoor publicity and an iconic national square the 

Committee had elevated investing into a patriotic duty. What sealed the 
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transformation was the rally staged in the Square on the penultimate 

day of the campaign. It is represented in the //lustrated London News 

(figure 35) 44 where the chaos and mess associated with rallies have been 

transformed into a powerful visual order by the illustrator. All ranks are 

there; the state, the church, the army and the people. All are in their 

place. The only hint of disorder is the presence of a handful of policemen 

who are clearly there to help, not to control. The eye is drawn up and 

to the right, where outlined against the bright sky is Nelson’s Column, a 

monument to Britain’s prowess in war. At the base of the Column, at the 

focal point of the illustration, is a large Union flag poster as an emblem 

of national unity. It has been made to stand out by the way the illustrator 

has faded the buildings behind it. No doubt it is easier to achieve a sense 

of unity and order in an image like this than in the event itself, but what 

the picture conveys so vividly is what the rally sought to achieve. The 

‘advertising station’ that Trafalgar Square had become was returned to 

its pre-eminent role as focal point for national unity. 

The rally was a staged event and the posters were literally backcloths 

to the action. Like so many official and semi-official events during the 

war, there is a theatrical quality to it. To support the loan of 1918 Trafalgar 

Square was turned into a bombed out French village using theatrical 

flats. Two years earlier in Knightsbridge an Active Service Exhibition 

was held complete with a set of trenches, a mock-up of a headquarters 

and stretcher bearers.‘° As Paul Fussell points out, ‘The devices of the 

theatre were frequently invoked at home to stimulate civilian morale and 

to publicise the War Loan.“ 

Nor did the theatrical associations with war-time publicity stop there. 

The theatres were full of plays on the theme of war or staged concerts in 

support of war charities. These plays and events were publicized outside 

theatres on posters produced by artists such as John Hassall. At times the 

difference between the real war and the staged war, both represented on 

posters, must have been difficult for a home audience who had not been 

to the front to tell apart. We should not be surprised then that, according 

to John Hassall, Mme de Wilde of the Alhambra Theatre, Leicester 

Square wanted to see some posters “with a view to impersonating one or 

two of them at the Alhambra’ in April 1918.48 
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These staged social and cultural events and the use of non-commercial 

and civic sites publicised the government’s needs without seeming to 

advertise them. The national and local government agencies through 

which publicity flowed were made up from the professional middle class 

who had never really been easy with commercial advertising and had 

countenanced its use reluctantly and from a distance. However extensive 

its use there was never any lasting commitment to government advertising 

and the state quickly reverted to public notices after gig. 
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Advertising, publicity and 

propaganda in Britain during the 

First World War 

B ECAUSE the First World War stimulated the British government's 

interest in disseminating information in an organised way for the 

first time, there is a large literature on official propaganda. However, the 

wider cultural and ideological effects of the official use of the techniques 

of advertising have not received a great deal of attention. The official 

acceptance of a popular rhetoric of advertising by various government 

departments effectively supported the visual culture of a burgeoning 

consumer market oriented towards novelty, choice and desire shaped 

by war.! In March 1915, The Billposter remarked that government was the 

trade’s ‘biggest business concern’ and if the poster itself was not capable 

of governing, it could teach patriotism and sacrifice, literally to market 

‘service .2 Service is a term that may be difficult to grasp today, but a 

contemporary used the words and phrases ‘duty’, ‘Britannia’, ‘brave’, 

‘gay band of brothers’, driven by the ‘promise of ultimate victory’, and 

‘doing one’s best’, while willing to pay ‘the price of citizenship, right and 

justice and liberty’ in a struggle against a ‘degraded and detestable foe’.? 

\s Roland Barthes observes, advertising speaks the product but sells 

something else,‘ in this case, ‘service’, and less obviously, “bereavement, 

suffering, mutilation and death’ in the cause of the nation. 

\n unforeseen consequence of the state use of the techniques of 

advertising and publicity was the implicit, if however brief, legitimisation 
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of the discourse of press and outdoor advertising to encapsulate the values 

of the system exhibited in the close ties between corporate and government 

interest, and all that that implies for the construction of the individual 

subject in the liberal democratic state. This became increasingly clear 

as the demands of the war for materials and the control of information 

manifested themselves through government measures such as the Defence 

of the Realm Act (DORA), with its impact on personal liberties and /aissez 

faire economics. Increased personal taxation, censorship and the control 

of labour contributed to a new social contract between the government 

and the people. The wider population was politically disenfranchised, 

but was addressed by, and found representation in, popular commercial 

culture to achieve a form of social and cultural emancipation at a time 

of high patriotic fervour. 

Unhke contemporary cartoon and popular print, this popular 

commercial culture rarely adopted the conventions of high art found in 

the work of Frank Brangwyn, Gerald Spencer Pryse, E. Kemp-Welch, 

Louis Raemaekers and Bernard Partridge, for example, all of whom 

designed posters and advertisements. Allegorical figures, personifications 

and allusions to the high bourgeois legacy of the classical tradition 

were part of their armoury to greater or lesser degrees. Similarly, 

nods to aesthetic modernism and expressionism were predominantly 

relinquished in favour of the measured directness of a mass represen- 

tational language: “Healthy naturalism counts its friends in millions’, as 

The Billposter observed.° 

Once hostilities were declared the fires of patriotism had to be simulta- 

neously fuelled and controlled. The government sought to achieve this 

through pageant, concerts, public meetings, the press, pamphlets and 

advertising. By appropriating the language and techniques of advertising 

to the affairs of state, so the state was implicated, however reluctantly, 

in the cultural meanings of the wider commercial visual sphere and its 

appeal to people who had no investment in the traditional orders. In the 

Victory Loan press campaign of 1919, for example, Raemakers undermines 

traditional academic language: the allegorical figure of Peace loses her 

traditional remoteness to address the viewer and the depicted crowd as 

consumers in the marketplace (figure 36). The simple and direct drawing 
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Tuesday, July 8th 

The Morning Post. 

Come into the ranks 
‘and fight for your King 
and Country-Dont stay 
in the crowd and stare} 

x 

A Great 

willl open 
the Gates 
of 
PROSPERIINY 

YOU ARE WANTED 
AT: THE: FRONT 

ENLIST TO-DAY 
tae 

36 Louis Raemakers, 1919, A Great Victory 37. Anon., Come into the Ranks and 

Loan Will Open the Gates of Prosperity Fight for Your King and Country — Don't 

Stay in the Crowd and Stare, You Are 

Wanted at the Front 

style avoids the academic conventions of modelling and deep perspective. 

More often there are no allusions to high bourgeois culture (figure 37): 

allegory, personification and classical composition are all absent; instead, 

a stark presentation of abstract space contrasts the homogeneity of the 

crowd with the disciplined ranks of the army. 

Pictorially, these images of the crowd are the equivalent of dominant 

understandings of the urban mass. At once homogenous, differentiated 

and individualised — by dress codes, most obviously the ‘hat’® — and in 

pursuit of a common goal, the posters address the phenomenon they 

depict (plate 2, figures 36, 37). For William Trotter writing in 1917, who 

was influenced by the French thinker Gustay Le Bon, the crowd was 

far more likely to be susceptible to the emotions than to reason and, 

as Thomas Russell put it, thinking of advertisements, “Pictures have a 

more direct appeal to the human intelligence than words.’? For Le Bon, 
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the popular classes were a subversive force and the observation was 

accurate insofar as it identified the ‘dangerous’ and ‘new’ phenomenon 

of the easily manipulated urban mass, more susceptible to appearances 

than reality. Le Bon remarked in an implicit justification of the visual 

devices of the advertiser: ‘It is only images that terrify or attract them and 

become motives of action’ and whoever ‘can supply them with illusions 

is easily their master; whoever attempts to destroy their illusions is 

always their victim’.§ Vulnerable to those who controlled the advertising 

techniques of repetition, imitation, affirmation and the promise of social 

prestige, the crowd, it was believed, could be marshalled to the national 

cause in a train of thought that was to have a lasting influence on the 

debates concerning democracy and publicity. Another recruiting poster 

shows an equally heterogeneous crowd of civilians marching into the 

distance, and as they do so, they metamorphose into a column of troops 

(plate 2). The image is in line with contemporary understandings, which 

suggested that if the crowd could be controlled correctly, its solidarity 

would contain the ethical and moral core of the nation itself.° The image 

is the visual equivalent to Trotter’s contrast of German ‘aggression’ with 

British social tolerance and the moral strength, which overcomes class 

barriers, prejudice and scepticism to generate ‘enthusiasm, courage, 

endurance, enterprise, and all the virtues of a warrior’.!° Just how 

prevalent these ideas were, can be seen in the poster by David Wilson 

‘How the Hun Hates’ (figure 38). Here the German crowd, differentiated 

in the personifications of the variety of social strata, become a mob that 

terrorises captured British merchant seamen. 

For Le Bon, the popular classes had entered into political life by 

means of universal suffrage, labour unions, and he might have added the 

marketplace because that was where, as he describes it in relation to the 

crowd: ‘The ideas of the past, although half destroyed ... [are] still very 

powerful, and the ideas which are to replace them... [are] still in the 

process of formation, the modern age represents a period of transition 

and anarchy.’!! Tradition and innovation sat alongside each other in an 

uneasy relationship. 

Overall, Trotter’s argument although tempered by a social conscience 

was little more than a justification for the status quo and asa psychological 
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How TH EH UN vf AT HATES! 

THE HUNS CAPTURED SOME C OF OUR FISHERMEN 
IN THE NORTH SEA AND TOOK THEM TO SENNELAGER. 
THEY CHARGED THEM WITHOUT A SHRED OF EVIDENCE 
WITH BEING MINE LAYERS. [HEY ORDERED THEM TO 
BE PUNISHED WITHOUT A TRIAL. 
THAT PUNISHMENT CONSISTED IN SHAVING ALL 
THE HAIR OFF ONE SIDE OF THE HEAD AND FACE. 
THE HUNS THEN MARCHED THEIR VICTIMS 
THROUGH THESTREETS AND EXPOSED THEM TO 
THE JEERS OF THE GERMAN POPULACE. 

BRITISH SAILORS!LOOK! READ! ano REMEMBER! 
38 David Wilson and WEFB., How the Hun Hates! 
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explanation it took no account of opinion forming institutions in society 

or how they worked. However, by the end of the war the terms of the 

debate concerning the state, commerce and the people in relation to 

publicity and propaganda that occupied the 1920s and 1930s were set. 

The discussion focused partly on the role of the press and the impact 

of government orchestrated propaganda campaigns carried out under 

the cover of secrecy. The structural implications of the appropriation 

of modern communications to the needs of the state were largely 

ignored, although the debate did extend to the relationships between 

official propaganda and advertising. Harold D. Lasswell’s Propaganda 

Technique in the World War, published in 1927 exemplifies the approach.!2 

Essentially, the arguments concentrated on the efforts of those such 

as Charles Masterman and the British propaganda campaign aimed at 

getting the United States to enter the war, or the kind of anti-German 

sentiment generated by the Bryce Report’s erroneous confirmation of 

German atrocities, later thoroughly discredited by Arthur Ponsonby." 

This kind of overt propaganda was usually confined to the pages of 

the newspapers and illustrated magazines, and was found in atrocity 

photographs, stories, prints and cartoons! alongside published books 

and pamphlets produced under the auspices of the likes of John Buchan 

at the Department of Information.'° Little explicit atrocity material 

reached the posters. The trade was self-regulated and concerned with the 

pursuit of respectability, as the debates surrounding poster-making as an 

art, as opposed to a mere artisanal and slightly disreputable commercial 

activity, testify.!° Visual material that might give offence in public spaces 

was avoided. 

After the war, the debate surrounding propaganda and _ the state 

began to address the mechanisms by which information reached the 

people and the ideological implications of the medium itself. In 1929 

Harold Chapman Brown wrote: ‘Propaganda for this purpose can 

be classified with advertising, for while the latter is concerned with 

prompting the sales of specific articles for the sake of somebody’s profit, 

the former is concerned with what is, in popular parlance, the sale of 

ideas, possibly for the good of society, but often for somebody’s profit 

as well. !? Brown failed to pursue the connection he had made between 
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the production of information and business, preferring instead to stress 

the affective power of advertising and its appeal to unreason.'® The aim 

was to incite people to immediate action according to the propagandist’s 

wishes, making the point that it is not the ideas presented so much as 

the emotive form they are given that encourages action. A decade later, 

Richard S.Lambert made the association between propaganda and 

advertising explicit: ‘most of the methods employed by the propagandist 

in other fields to-day, especially in politics, are but devices borrowed from 

commercial advertising’. The techniques and practices are comparable, 

and he concurs with the American champion of the ‘science of publicity’, 

Edward L. Bernays, who maintained that the manipulation of public 

opinion was an important component of modern democracy. In his view, 

the elite who ‘manipulate this unseen mechanism of society constitute 

an invisible government which is the true ruling power of our country.’ 

For Bernays and others such as the American liberal social and political 

commentator Walter Lippmann, this was the only way to wrestle power 

away from the demotic and volatile mass. In other words, it was thought 

that power in societies based on individual liberty and enterprise should 

be exercised by a small group of propagandists who by virtue of their 

control of the public mind are its leaders.'? As early as 1922, the well- 

known liberal and pacifist philosopher, Bertrand Russell, was already 

deeply suspicious of the ways propaganda and advertising operated in 

the public discourse of liberal democratic societies. Russell identified 

what Noam Chomsky later called ‘the manufacture of consent’,2? when 

he wrote: 

Our system of education turns young people out of the schools able 

to read, but for the most part unable to weigh evidence or to form 

an independent opinion. They are then assailed, throughout the 

rest of their lives, by statements designed to make them believe all 

sorts of absurd propositions, such as that Blank’s pills cure all ills, 

that Spitzbergen is warm and fertile, and that Germans eat corpses. 

The art of propaganda, as practised by modern politicians and 

governments, is derived from the art of advertisement ... propaganda, 

conducted by the means which advertisers have found successful, is 

now one of the recognised methods of government in all advanced 
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countries, and is especially the method by which democratic opinion 

is created.2! 

Russell does not explore the interests represented by advertising itself, 

although he does warn of the power of the American monopolies whose 

influence he compares with that of the power of the Soviet state in 

Russia. 

In Britain during the war in the spheres of propaganda and publicity, 

Charles Frederick Higham was making the running. Widely respected 

within the advertising community, Higham’s polemics identified advertising 

as ‘scientific distribution’, by which he meant that it should function as an 

agency of refinement and enlightenment through communication: ‘wise 

advertisement’, he argued, ‘can rouse a community from a comatose, 

lethargic state, and instil, in place of this, a spirit of high enterprise and 
Pe 

self-respect’.2? Advertising promoted the desire for better things and 

by implication self-improvement: ‘Its civilising influence is far too little 

understood. How many of our habits of cleanliness, how much of the 

nourishment of our food, are due to the teaching of advertisements!’ 7? 

Or, as Thomas Russell put it, “This was the time to tell the people the 

facts, and advertising was the method of doing it..74 Like Bernays and 

Lippmann in America in the 1920s, Higham proposed a coalition of 

the good, effectively an intellectual elite of the advertising man, the 

statesman and the artist who would replace coercive with enlightened 

government. Simply, advertising would become a great educative force 

as it had in the government recruiting and war savings campaigns: “A 

means had to be used whereby the nation’s need of men and money was 

silently but vividly proclaimed ... and it was advertisement.’*? He makes 

the case for advertising as essential for democratic life. As an unbiased 

and unrivalled educative medium it was not something that seduces and 

cynically promotes desire where there was none before. But even he had 

to admit that statesmen would have to ‘condescend’ to collaborate with 

advertising men. 

The pact between the interests of government and the business of 

advertising fudged the answer to the question as to how the fourth 

estate contributed, as a limit to state power, to a functioning, if not yet 
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fully fledged democracy. The question of information and its control, 

or propaganda, was not subjected to intense debate in parliament until 

1918, by which time the Ministry of Information had been served notice 

by the political establishment.2° For the duration, however, the needs of 

the nation at war were seen to merit the closeness of the relationship, 

regardless of the implications for a developing liberal democratic order. 

For Higham, as it was for Bernays and Lippmann,’? advertising in the 

guise of publicity was a powerful force capable of inoculating the mass 

against its own baser instincts. Symptomatically, a commentator in The 

Billposter in the aftermath of the recruiting campaign lamented the loss 

of what he called the national patriotic poster, necessary, in his view, for 

the maintenance of civilian morale.2® 

Nevertheless, for most of those in the position to comment, such as 

the Liberal columnist A.G. Gardiner, publicity’s medium was the easily 

manipulated and gullible crowd. The growing consumption of film, comic 

strips, illustrated magazines and pictorial display advertising in the press 

and on the hoardings, contributed to increased communication through 

images rather than words, emotion rather than reason. As such, it was 

a threat to the integrity traditional culture on this and other levels. The 

profit motive sidelined the aesthetic and moral in favour of the interests 

of consumers and producers to undermine high bourgeois orders based 

on taste. Playing to the crowd, it was perceived to be essentially 

egalitarian in a manner many, such as the members of the National 

Society for Controlling the Abuses of Public Advertising [Scapa], found 

unacceptable.2? Amongst this elitist upper and professional middle class 

and aristocratic elite was Lord Kitchener, and Hedley Le Bas remarked 

of Kitchener’s reaction to his own early recruiting campaign: ‘At first, I 

do not think he quite saw modern advertising as the business man sees 

it, and was a little suspicious about the popular appeals that departed 

so drastically from traditions he had respected all his life... 1 think 

sometimes startled the great soldier.’ %° 

\dvertising represented values beyond the ‘gentlemanly *! pursuits 

of the traditional ruling classes. Questions of manners and Christian 

moral rectitude had little influence in business, which was perceived to 

be ‘diametrically opposed, and consequently repugnant to the instincts 
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of a gentleman’,*? and epitomised by Bert Thomas’ drawing of a Tommy 

‘Arf a “Mo” Kaiser’ (plate 21). Nicholas Hiley, in particular, draws 

attention to the adverse criticism the recruiting posters attracted when 

their visual rhetoric emulated advertising.*? Indeed, it was the language 

of the advertiser corralled to national need that was new. As a language 

it depended upon psychological persuasion to create demand and it was 

not afraid of the widening societal emancipation represented by market 

consumerism. It belonged to what H.G. Wells called the real nation of 

‘outsiders’: 

Britain was not a State. It was an unincorporated people. The British 

Army, the British War Office, and the British administration had 

assimilated nothing; they were little old partial things; the British 

nation lay outside them, beyond their understanding and tradition; 

a formless new thing, but a great thing; and now this British nation, 

this real nation, the ‘outsiders’ had to take up arms.*4 

Wells was referring to a nation framed by abstract and liberal values of 

democracy and liberty, rather than their unspoken, because unspeakable 

concomitants of the march of the popular mass media and the high 

street, and what he described as the pernicious influence of the ‘business 

man’.2> Under these circumstances, war — with its nationalism and its 

supreme value of service — was partially reconceived as a brand to be sold 

to the public, and not exclusively by the state. J.M. Winter points out in 

relation to the popular arts that: 

historians have failed to do full justice to the visual propaganda of 

private enterprise. The private sector had an autonomy of its own. 

Postcards, caricatures, posters, bric-a-brac, statues, monuments, 

cartoons, paintings and films cannot be reduced to products of the 

hegemony of a ruling class or its economic agents ... the war was 

recreated in a romantic or romanticised form primarily because il 

sold. The myth of war enthusiasm was good business. Profit-making 

and proselytising were far from incompatible activ ities. 2° 

The success of cartoonists and printmakers such as Brangwyn, 

Raemakers, Pryse, Partridge and Dyson, for example, and the prevalence 
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of photographic postcards such as those issued by the Daily Mail bear 

out Winter’s observation. One might also add that romanticised visions 

of war serve not only to be sold but also to sell. But this is not the whole 

story, and there is the equally important area of commodity advertising 

that engaged a large and literate mass audience. It shared space with 

government campaigns on the hoardings and in publications as diverse 

as the Daily Mail, Tit-Bits, The Times and Punch, for example. Its audience 

reached across social divides, more and more of whom could afford an 

array of branded products such as ready-made clothes, soap, tobacco, 

hand cream, razors, soups and gravy browning. 

Popular support for the war in 1g14 relied upon deeply held ideological 

systems originating in popular Darwinism and puritan Christianity. 

Victory and morality walked hand in hand, and defeat was the fate of the 

technically ill equipped and the morally disadvantaged. For the upper and 

middle classes, war was a purely masculine affair of adventure, gallantry, 

honour and glorious imperial cause. A sport, in all but name, illuminated 

with the romanticism of ‘the dignity of resistance and the sacred quality 

of patriotism’. *” Frequently, brands were marketed by capitalising on these 

widely held emotions of heroic patriotism: reproducing and reinforcing 

them in equally conventional style. An advertisement for The Greys Silk 

Cut Virginia cigarettes from 1916 (figure 39), featured an illustration 

of the packet surmounted by a coloured line drawing of a cavalry and 

infantry charge titled “Stirrup charge of the ‘GREYS’ and Black Watch 

at St Quentin, 19147; another, less blindly heroic, for Mitchell’s Golden 

Dawn Cigarettes, “Time for One More’ (plate 20), shows plucky and 

cheerful lads passing cigarettes before going over the top. Both, although 

different in tone, show the same oblivious lack of care for personal safety 

characteristic of boys’ adventure stories by authors such as G.A. Henty, 

and only unusually found in recruiting posters such as “At the Front!’ and 

‘Forward!’ *§ Patriotic heroism is used to sell a commodity in the shape 

of tobacco and, in turn, to commodify heroic patriotism itself. 

By way of contrast, in both government and commercial advertising 

the most commented upon representation of the common soldier was 

characterised by Bert Thomas’ tobacco fund advertisement ‘Arf a “Mo” 

Kaiser’ (plate 21). According to a contemporary: 
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The humorist is as essential as the moralist, and if one or the other 

had to be suppressed it is possible that the moralist might not be over 

pleased with the popular verdict. 

.no one will deny that Mr Bert Thomas ... is deserving of 

particular mention. His inimitable little sketch ‘Arf a mo Kaiser!’ has 

done much to establish him in the hearts of the British public ... and 

it has been described by the Daily Mail as the ‘funniest picture of the 

war .29 

Tommy Atkins was brave, cheerful, formidable, chivalrous, kind, 

cheeky and, according to W.J. Reader: ‘altogether, a bit of a rascal, and 

all the more lovable for that “a kind of domestic pet”’.“° Bert Thomas’ 

drawing epitomised these characteristics in a Chaplinesque antidote 

to the blindly heroic in a display of anti-authoritarian resilience. This 

relentlessly cheerful picture of life at the front, of good humour in the face 

of adversity, was pursued in many other advertising campaigns. “UIl swap 

him fora CRAYOL’,“! sported a humorous cartoon of a Tommy trying to 

exchange a German prisoner for a cigarette. A show card for Dunlop Cycle 

Tyres pictured a jolly Tommy in a landscape devastated by battle astride 

the mangled remains of his bicycle holding two immaculately preserved 

tyres over the slogan ‘Only Me and DUNLOPS Left’ (plate 22).* 

Similarly, Gerald Wood’s recruitment poster of a row of smiling faces, 

‘Join the brave throng that goes marching along’,*? was echoed in the 

show card for Hignett’s Fours, where men from the three services are 

joined by an equally cheerful munitions worker.*! It was a symptom of 

the wider recognition of the role of the civilian war effort and it is also 

found in ‘Fill Up the Ranks, Pile Up the Munitions’ (plate 3). McLinton’s 

Shaving Cream ran a campaign in John Bull and The Passing Show in 

the spring of 1917 featuring a series of cartoons by David Wilson the 

author of a number of posters for patriotic organisations. ‘Close Shave 

No. 3, ‘Biffed!! But Stull Cool and Comfortable’ is typical. Like most of 

these campaigns they were careful to address all of the services. In this 

advertisement a Jack has a shave in a lifeboat on rough seas while under 

fire from a U-boat. The copy reads: 

You may safely undertake any water risks so long as MeLinton’s 
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Shaving Cream is your chief standby. The persuasive qualities of this 

preparation immediately overcome the resistance of the hardest water +) 

and the resultant, rich creamy lather softens the beard no matter how 

stubborn — in a trice. Furthermore ... [it] does not contain anything 

which can sting or burn the skin. Thus, by its use you are assured of 

a delightful, cool shave, and a skin left refreshed and comfortable. 

These images and their attendant rhetoric illustrate a feminisation of 

the representation of the war. They are an education in needs, teaching 

consumer desires beyond the product to a system of values dependent 

upon duty, moral obligation and sacrifice. Values now contaminated 

with the promotion of brands, products and an anti-heroic concern for 

self-preservation and self-presentation familiar to consumers of popular 

culture, and ina mould not really suitable for respectable people. Tobacco 

merchandising appropriates the higher aims to ‘gladden the heart of a 

HERO’, as the Weekly Despatch Tobacco Fund slogan would have it 

(plate 21). Calls to Duty and Service, admonitions to action to Go, Do, 

Buy suggest a patriotic need is being sold to employers and employees, 

women and even children. Women are given the dual role of protectors 

of the home and active contributors to the war effort through war work. 

Children like women see themselves represented back to themselves, 

as eager to contribute, or as inquisitors (figure 6, plates 4, 5). Wedded 

to the needs of the state, popular commercial culture gained respect- 

ability because it served the higher cause of nation, but simultaneously 

created the offence of combining the finer attributes with soap, cocoa, 

tobacco and gravy. In the advertising the state is identified with corporate 

interest, and corporate interest identifies itself with the state and the still 

not fully politically enfranchised people. The working people, who might 

not have the vote, were addressed through the commercial media to find 

representation in an image of itself. 

Fry’s pursued a good-humoured but gritty approach to the marketing 

of cocoa as the ‘Strongest and Best’, ‘The Right Bracer for Men Who 

DO Things’, or ‘Cheery Oh! It’s Fry’s Pure Breakfast Cocoa’, featuring 

a rugged portrait of Jack Tar. Significantly, ‘Fry’s A Fatigue Duty’ 

(figure 40) took the campaign beyond the celebration of commonplace 
\ 

good-humoured duty: 
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The nurse who is ‘just ready to drop’ will find a wonderful stimulant 

in FRY’S delicious Cocoa. Of course it feeds every tired muscle — it 

nourishes bone and nerve — but really does more. FRY’s possesses in 

full measure that subtle ‘spirit of cocoa’ — theobromine — which is one 

of the most beneficial stimulants known. 

Medical research is harnessed to the product in a declaration of modernity 

and asserts its place in a world increasingly distanced from traditional 

values. The promise of the luxury of a well-earned rest is tempered with 

references to hard work and endurance necessary for the task ahead. 

These representations of work and leisure are infused with the modern 

values of Taylorist scientific management, of efficiency and the issues of 

fatigue and safety, breaks and productivity in the work place and at the 
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front. OXO Cubes“ and Gong Soups, for example, took broadly similar 

approaches, mixing naturalistic drawings of men at rest in comfortable 

and homely bivouacs, as if also to stress to those at home, at whom the 

advertisements were aimed, that things were not so bad at the front. A 

world remote from what C.E. Montague later described as: ‘the quelling 

coldness of frosty nights spent in soaked clothes — for no blankets were 

brought up to the trenches; the ubiquitous dust and stench of corpses 

and buzzing of millions of corpse-fed flies on summer battlefields and 

so on, and so on’.46 

Vinoha, a manufacturer of cosmetic products ran a varied campaign 

aimed at working women by appealing to their femininity, ‘The call of 

patriotism has set many a delicate pair of hands to hard and unaccustomed 

tasks’, ran the copy for one advertisement. Royal Vinolia, as their products 

were christened, drew on obvious imperial and monarchical associations, 

aided and abetted by ‘Handsome Tins of Wedgwood design’, for those 

who would aspire to middle class status. Illustrated with realist line 

drawings of women at ease with their work and each other, they are seen 

collectively in service to the greater cause. Unusually, one series used 

photographs to emphasise the machinery (figure 41). The women are 

alone and in dialogue with their machines. The advertisement represents 

a new role for women in society, at ease with modernity, if subject to its 

phallic authority. The product through its associations and its function 

as a protective agent preserves femininity and allows space for men to 

return to the factory floor. This observation is supported by the copy for 

Royal Vinolia Taleum Powder: ‘A little of this delightful powder dusted 

on the face protects the pores from dust and dirt. It absorbs all excess 

perspiration, keeps the skin fresh and cool, and preserves the peach- 

like bloom of the cheek.’ Although the product itself might offer respite 

from the shop floor, the advertisement, through photography, represents 

women in an uncompromisingly modern way. Other advertisements 

captured the modern spirit of the war-working woman of a different 

class. A female office worker strides out into the rain ‘For War Workers 

Raincoat)’.47 Similarly, on a Wet Day There is Nothing Like a Zambrene 

the poster campaign run by the YWCA, in contrast to the YMCA, 

which was set resolutely within nineteenth-century realist conventions, 
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puts forward a progressive image of women through a dalliance with 

modernist typography and abstraction in a design by Edgar Wright.48 

The copy for Vinolia products may have dubbed the woman war 

worker, “The Lady of the Lathe’, but these representations are a far cry 

from advertisements aimed at a different class, hidebound by convention 

and manners. The copy for a soap advertisement aimed at the middle 

class reads, ‘Au Revoir! Let him carry away with him the cheering 

remembrance of a charmingly radiant personality — an impression of 

a clear and dainty skin, pearly white teeth, and bright glossy hair ... 

use McLinton’s Colleen Soap and toilet Preparations, so that whenever 

he returns he may be confirmed in his happy impression of you. The 

copy stands alongside the illustration of a fashionable young woman 

straightening her husband’s tie in a fashionable ‘Deco’ interior. Or, the 

melancholic advertisement for Price’s candles where under ‘The Charm 

of Candlelight’ a young officer, lost in thought, smokes while his wife 

plays the piano (figure 42). Or, “When the Warrior’s Home Again’ around 

PRICES 
CANDLES 
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Purastring Candles Paimjting Caadhes 

PHICE'S, Battersea, LONDON, SW, ti 
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Candlelight 
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the crowded candle-lit dining table: “With nerves a-jangle and craving 

for rest the home-coming warrior seeks quiet and repose. Nothing can 

so soothe the war-worn nerves as the meal that is served by the genial 

light of candles ... the real touch of home, makes for cosiness, content 

and restfulness.’ There is a sense of foreboding and even psychological 

threat in these advertisements, the soft light issuing from the ornate 

candlesticks fails to blot out the real meanings of the war for the 

individual and for a class, which could no longer rely on taste and means 

to maintain their position in society in the face of a burgeoning economy 

driven by commodity consumption. 

Industry had long since woken up to the fact that women were 

important purchasers of consumer items, and a lot of advertising was 

directed at them. Sunlight Soap, for example, ran a long and varied 

campaign using the concepts of ‘purity’ and ‘efficiency’ with the slogan 

‘The Cleanest Fighter in the World — the British Tommy’.“” The clean 

and chivalrous Tommy is propagandised as an aspect of British business 

identified as the nation, and the war becomes as much a _ business 

opportunity as a military crusade against tyranny. In the copy the 

efficiency of business matches the moral rectitude of the military 

operation. As the campaign evolves, so the tone changes. Clean fighting 

becomes analogous to gallantry, bravery and efficiency and, increasingly, 

signals nostalgia for home and home comforts offered by mothers and 

wives who perform their domestic duties, now associated with forced 

economies and the need to make things last. In an advertisement for 

Sunlight Soap, a woman hangs out the washing, and in the background 

officers and men do their laundry: 

Wistful yet Cheerful! Although we lay stress upon the Purity and 

efficiency of sunlight soap, we always make our claims of secondary 

importance to the needs of those we serve. The best of Soaps can 

never be too good for the best of Mothers and Wives whose gallant 

sons and husbands are to-day preserving the traditions of our 

Motherland. It has been said that a woman’s work was never done. It 

should be said that a woman’s work was never done better than it is 

being done to-day with Sunlight Soap. 
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Similarly, advertisements for Hudson’s Soap traded on notions of 

cleanliness, virtue®>° and homeliness.®>! The advertising was following 

Lloyd George when in September 1914 he had drawn the analogy between 

patriotism and the protection of the home to define the conflict in 

personal and domestic terms. 

By 1916, the hope for an early end to the war had evaporated and 

something of the untiringly optimistic tone dissipates to be replaced by 

amore sombre symbolism. Sunlight, for example, featured an allegorical 

female figure of Hope cast in shadow, who is reluctantly turned towards 

the sunrise by a figure of the New Year of 1916: “Sunlight Soap is made 

for the housewife’s profit, for only thereby can the makers continue to 

profit by Sunlight Soap.’ Crucially, soap is promoted as next to godliness 

and as an important component in the consumer market democracy into 

which the housewife is enfranchised through the act of purchase. 

Lever’s Lifebuoy took a slightly different tack and engaged in a battle 

against dirt and disease. Poor hygiene was a significant problem in the 

trenches, while to be well scrubbed was to walk next to God and to 

march forward with progress. One advertisement showed Tommies going 

over the top in an onslaught against “Germs, Microbes and Disease’. 

The campaign extended into hospitals where under the regimen of the 

‘Royal Disinfectant’ it took its place alongside the wounded and medical 

staff, in a manner indistinguishable from illustrations advertising 

‘Frazerton Irish Aprons. For Nurses and Household Use’, for example.°? 

Rinso ‘the dirt dispeller’ also sought military endorsement through a 

campaign of press advertisements and show cards to picture service 

men and war workers under slogans such as ‘Rinso Washes While the 

Wide Awake House-Wife is Fast Asleep. °? Marketed as an advanced 

scientific preparation, it saved energy because it used cold water, helped 

to reduce wear and tear because the clothes were soaked rather than 

physically washed, and saved time: ‘easy for the housewife — easy for the 

clothes’, it ‘enables war workers to give time and service to the country 

without neglect of home duties’.°4 Just as with the War Savings and 

Loans campaigns, consumers are encouraged to buy into the system as 

they had never done before. Service is combined with the promise of 

guaranteed temporal, material and financial profit, and the fundamental 
Cc 
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product for consumption, a new burgeoning form of state sanctified 

capitalism is realised. 

Advertisements and poster campaigns to ‘smoke cigarettes’, ‘Buy war 

bonds’, and so on, promoted commodities and brands, and projected an 

imaginary reality dependent upon the already seen in the field of the 

poster and the advertisement and commercial artists often responded to 

this self-enclosed world. An advertisement for Rinso shows two soldiers 

in front of a poster animatedly discussing the merits of the product. 

\nother presents a group of soldiers and sailors laughing at a Jack in 

conversation with a comely young housewife in a Sunlight Soap poster 

figure 43). An undercurrent of unspoken sexuality is used to create 

desire and to sell the product, but what is more significant is its intertex- 

tuality. The characters are already familiar to us from the wider discourse 

of advertising, posters and public space to undermine and absorb the real 

in the manner of Jean Baudrillard’s simulacrum. 
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In this proto-consumerist paradise, advertising focuses on everyday 

things and concerns, such as doing service in the factories and at the 

front, making savings and economies, consuming tobacco, candles, 

tea, soap, washing powder, hand cream, soup, and gravy browning. 

Their promotion domesticates and feminises to create a war zone free 

of mutilation, desecration and brutality. Advertising used the war as a 

marketing strategy, playing on the feelings of those not at the front to 

conceal what Slavoj Zizek calls the collective dirty secret of the politically 

necessary. The culture of advertising in_ its advocacy of consumer 

products promoted a dream world in denial of the realities of the war. 

The fraternal camaraderie enjoined by recruiting campaigns concealed 

the carnage of the battlefield. The contributions from the population 

to the war effort through financial and material economies existed in 

paradoxical relation to the profligate waste of the war. The concern for 

the condition of the war worker’s complexion obscured the often poor 

and dangerous working conditions. The promotion of convenience foods 

denied the failure of the authorities to prosecute the war efficiently or to 

provide an adequate diet for the troops. The emphasis on hygiene and 

personal cleanliness flew in the face of insanitary conditions at the front. 

The pursuit of leisure in the acquisition of tobacco enacted Taylorist 

demands for a sufficiently rested work force in the greater cause of the 

war. Commercial culture presented the acceptable face of capitalism 

and obscured its divided core suffering, exploitation, obsolescence and 

profligacy are denied in favour of happiness, prosperity, progress and 

efficiency. To show the world as capitalism and the state desired required 

acts of self-censorship connected with appearance to ensure that what 

Zizek identifies as the constitutive crime of authority remains invisible. 

This becomes a situation where everything untoward is denied and 

where everyone is supposed to act as if the real world is false because 

it is not what the market in league with service demands. Unachievable 

universals of fearless comradeship in adversity encapsulated by the figure 

of Bert Thomas’s Tommy who can engage the Kaiser in conversation 

and simultaneously defy his authority, attracted those indifferent to 

the allied crusade for freedom, democracy and the market. [t was an 

attraction built not from rational argument but from a conglomeration 

127 



First World War posters in Britain and Europe 

44 TF, Scrap as Much as You Can 

of fantasies, images and archetypes that was both remarkably affective 

and effective. 

What was beginning to be established was the actualisation of 

the individual in terms of service, enabled through certain kinds of 

consumption and in conditions where the individual is not at all free. 

Here desires were manipulated by a hegemonic discourse of service, 

rather than the later paradigm of freedom through the satisfaction 

of irrational desire. According to the philosopher Jean Baudrillard, 

system of needs is produced and alongside it a consumer corresponding 

to certain kinds of state market capitalism. The act of buying implicated 

the purchaser in its professed meaning and transported them to a 

guilt-free realm: labour-saving products make time to serve; and war, 

obsolescence in its purest form, can be redeemed in salvage to create 

an anxiety-free boys’ own epic, illustrated by the posters produced by 

the salvage company George Cohen, where the trade of the scrap metal 

merchant is transformed into a glorious battle in the foundry and at the 
ra 

front (figures 44, 45). 
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ESTABLISHED 1634 

45 Welsh, Put the Hun on Iron Rations 

In government and commercial advertising contradictions between 

the nation and class, the state and the people found temporary resolution. 

A cycle of service and class interest set itself up in continual paradox, 

providing relief to wider conflicts through the acquisition of products 

as diverse as raw recruits for the front, labour for the war industry, or 

‘home comforts’. Advertising was marginal, but in service for the national 

cause it had gained a degree of respectability. What is important is the 

authority placed on a language and way of life based in consumer values 

rather than those offered by tradition and taste. While ‘what was good for 

the country to know’ was controlled by the press lords in connivance with 

the government. Its symbiotic partner in the distribution of information, 

the advertising industry, accrued institutional acceptance. Its ideological 

power extended far beyond the immediate needs of the control of 

information and the open demonisation of the enemy, to succeed in 

establishing new ways of operating in the world. 

Higham argued for just such an arrangement and dedicated his book 

Looking Forward to the great ennobler of the press lords, Lloyd George. 
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It was exactly this configuration of individuals which constituted a ruling 

elite and to whose table the advertising men could begin to dine, if as 

slightly unwelcome latecomers. 

we 
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They are so wondrously clean and refreshing. Their snowy whiteness, like a 
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and Austria-Hungary 

| N France under the Third Republic, state controls on billposting 

were slackened in favour of giving greater control to the owners of 

properties, walls and fences where posters were likely to be displayed. 

Only public buildings, Morris columns! and hoardings remained under 

the control of the government and local authorities. Before the outbreak 

of hostilities, outdoor advertising had become so prevalent in the 

cities along communication routes and out into the countryside that it 

attracted criticism from conservative groupings in French society and 

new controls were introduced, resulting in higher taxes being levied 

according to the size of the posters. Paradoxically, for those opposed to 

outdoor advertising, the state was keen to promote it because of the tax 

revenues. Taxation aside, legislation was comparable to that in Britain 

and many of the German principalities, and was designed to prevent 

the violation of the countryside. The poster designs had to be registered 

with the office of the commune where they were to be displayed, along 

with details of the advertiser and billposter, size, the number to be 

printed and locations.? In Paris, posters proliferated to make a sensual 

contribution to the cityscape and conservative Catholics such as Maurice 

Talmeyr, quoted in Kirk Varnedoe’s //igh & Low, bemoaned the poster’s 

lack of moral purpose or higher aim: ‘{It} does not say to us: “Pray, 

obey, sacrifice yourself, adore God, fear the master, respect the king ...”, 

It whispers to us: “Amuse yourself, preen yourself, feed yourself, go 

to the theatre, to the ball, to the concert, read novels, drink good 
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beer”? And so on. However, with the German invasion some twenty 

years later, posters found a serious purpose in national, charitable 

and humanitarian cause. Like the war poster in Britain, they were 

relatively modest in size and designers overwhelmingly abandoned the 

light-hearted and decorative precedent of Jules Chéret, for the serious- 

minded dual heritage of the social concerns of Honore Daumier and 

the authority of classical and realist tradition. Apart from the intensity 

of the hyperbolic visual rhetoric, very few French war loan and charity 

posters, for example, were indebted to contemporary styles or the scale 

of the commercial advertising poster. 

To generalise, the design of war posters owed little to the professions of 

the commercial artist or advertising. Advertising agents tended to be space 

brokers, and had no part to play in writing advertising copy, carrying out 

market research, or organising campaigns.‘ Instead, professional artists 

were employed directly or through established lithographic studios 

and printing houses such as Maurice Neumont Studios and Devambez 

Printers, which carried out a huge number of poster commissions for 

the government, war loans and charities. To be an affichiste was just one 

aspect of what it meant to be a professional and academically trained 

artist. Ifthe Salon provided an avenue for genre painting, history painting, 

mythological and biblical themes, commissions for decorative schemes 

for interiors, illustrations for literary editions, and cartoon and caricature 

for humorist publications were just as likely. Georges Scott worked for the 

French Army for the duration. Maurice Neumont gained a reputation for 

political propaganda posters. The ‘friend of the disinherited’, Théophile 

Steinlen, engaged social themes. Many, such as Jules Abel Faivre, were 

‘generalists’. They pursued authorial, rather than design aims and used 

high art conventions and illustrational styles derived from eighteenth- 

century classicism and nineteenth-century realism. In relation to this it 

is worth noting that the majority of artists employed in the production of 

war posters were in mid-career and had been academically trained in the 

last twenty years or so of the nineteenth century, As a result, the aesthetic 

advances made by commercial artists and the avant-garde at home and 

abroad had no place in their visual rhetoric, still less the techniques of 

the advertising man. 

135 



First World War posters in Britain and Europe 

tk 

Pic Patt Cana 
 & Rue de Grammont 

‘ = 

B ComprToiRe 
[NATIONALS 
4 DESCOMP 

i 
{ SOUSCRIVEZ 
| = CEMPRUNT NATIONAL 

SOCIETE GENERALE 
BANQ@UE ie ae = eae 

ies _ 

(ONALE mx CREDIT CREDIT “PIAL 
—— as AVIOMAME | COMIMERC = 

Soe veR 

Sassaw ! 
Fais loul lon devoir.a-oi je 
me dérobais au mien, comment ne 
maypelleraio-tu 2 rio > 

46 Jacques Carlu 1917, Passer-by! Do Your Full Duty ... If | Avoided Mine, What 

Would You Call Me? 

Jacques Carlu’s poster ‘Passerby! ...’ illustrates the Parisian poster 

scene: on the wall are Third National Loan posters by SEM, Georges 

Redon, Faivre, Auguste Leroux and Chavannaz (figure 46). Typically, 

they are lithographs rendered with a realist, if sometimes sentimentalised 

naturalism, their subjects reaching from the domestic and the agricultural 

to the allegorical. Stereotypically, they embody transcendent national 

purpose through the family, the land and abstract ideals of liberty. 

Occasionally, posters knowing of the discourse of popular commercial 

culture are self-reflexive. The soldier addresses the viewer and the War 

Loan posters behind him. A poster by Lucien Jonas depicts a bourgeois 

couple studying a War Loan poster in the street to draw the spectator 

into the scene,” while the anonymous “Hey there! Good people ...’ (plate 

24), owes something to British design in its direct address, and the use 

of flat colour planes in a modern and legible composition. 

Usually they are steeped in allegory and support a battle of symbols 

similar to the illustrations of Louis Raemaekers and Will Dyson in 
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Britain. To the contemporary eye, many of the designs range from the 

sublime to the ridiculous: the German imperial eagle is slaughtered by 

a French warrior wearing only the French flag, and a ‘Poilw throttles it 

like a farmyard chicken. Some, no less politically charged, or apparently 

absurd — a dignified and classical Marianne squashes the German 

imperial eagle with a cannon — were aimed at the financial and mercantile 

classes, and drew on a classical style imbued with the seriousness and the 

high bourgeois cultural capital appropriate to the war and their station 

(figures 47—48, plate 25). Both classicism and realism had the gravitas to 

carry the weight of the seriousness of the war for the propagandists and 

their public. Posters for products, which used the war as an advertising 

strategy, also conformed to this symbolic rhetoric. In the poster for the 

cleaning product Le Coq, Gaulois, aided by the republican cock General 

Clemenceau, prepares to douse a captured German officer with a bottle 

of disinfectant. The patriotic public were addressed consistently as 

citizens with national, republican, democratic and socialist credentials, 

not as potential consumers, efficient workers or imperial subjects. Even 

_ CREDIT LYONNAIS 

TIONAL 
DEVAMBEZ, PARIS VISA 15.098 SOVSCRIVEZ AV 4°EMPRVNT N& 

47 Jules Faivre, 1918, Subscribe to the Fourth National Loan 
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48 Maurice 

Neumont, 1916, 

Five Percent 

French Loan 

1916. Subscribe 

for Victory on 

its Way and the 

Final Defeat 

typographical posters commonly boasted the red, white and blue of the 

revolutionary tricolour. 

The invasion of French territory provoked L’Union Sacrée. Class 

conflict was put in abeyance, elections were suspended, and the trades 

unions renounced strikes. Conscription had been in place since the 

Franco-Prussian war and was not an issue. Traditionally at odds with the 

secular Republican order, the church proselytised for a just and sacred 

war and the intellectuals saw it as a crusade for classical civilisation 

against Teutonic barbarism. France was politically divided, but the 
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coalition style of the centre-left Third Republic guaranteed a unified 

front as the demands of the war increased the role of the state in 

the economy, industry, labour, education and the media. All printed 

material, including posters, came under the jurisdiction of the French 

Press Commission and the uniformity of ihe symbolic language reflects 

the consistency of the L’Union Sacrée. Something of the memory of its 

impact is portrayed in a poster by Tel as it urged the people not simply 

to donate money but to put their efforts into one last effort (figure 49). 

Anti-German feeling had been growing in the months leading up to 

the invasion and Christian Delporte recounts how in the winter of 1914 

ty Lara 

ig This UTR |" ewcoRE UN EFFORT../ 
The Loan for the 

‘J,ast Cartridges’. 

People of France, 

Make One More 

Effort! 
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nationalist opinion focused on the dangers of espionage when posters, 

illustrated with a caricature of a German soldier wearing a spiked 

helmet, warned French soldiers to be careful because German spies were 

listening. On the home front Alexandre Millerand, the Minister for War, 

published an order on 29 October 1g15 to post bills in all public transport 

with the words, ‘Watch Out. Enemy Ears are Listening to You. These 

public information efforts ridiculed the enemy and harangued the people 

to be on their guard and they took an approach derived from commercial 

popular culture and the tradition of the caricature. One example by 

Has deployed a straightforward marketing strategy reminiscent of Bert 

Thomas’ humorous representation of a Tommy in the cartoon drawing of 

a French worker with his finger to his lips (figure 50). With an efficiency 

the British could only envy with their haphazard distribution system, 

one hundred thousand a/fiches were posted in the Metro, on the trains, 

trams, and in station waiting rooms and other public spaces: “Eventually 

no-one setting foot in town could be unaware of their existence. They 

haunted daily life, and became so famous that they were sometimes used 

as slogans for commercial advertising. 7 As in Britain, but to a lesser 

extent, propaganda and advertising coalesced to galvanise the public and 

prepare the ground for the first war loan of November 1915. 

The French were aware of the early successes of German foreign 

propaganda, especially in the occupied territories, and quickly established 

CEUX QUI PROPAGENTi:sBRUITS ALARMISTES 

TRAHISSENT La FRANCE 
ILS FONT LE JEU DE L’ ENNEMI 

NE LES IMITEZ PAS 
NE LES ECOUTEZ PAS 

50 Has, 1915, 

Watch Out, 

Enemy Ears are 

Listening 
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Plate 23) Maurice Neumont, 1918, They Shall Not Pass! 



Plate 24 Anon., 1916, Hey There! Good People ... Pour Forth Your Gold. We are 

Spilling Our Blood 



Plate 25 HH. Falter, For the Supreme Effort. National Loan 
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Plate 31 

the Trench Lit Up by Dawn, the Soldier 
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51 Georges Capon and Georges : mama REPTILES sexo 

Dorival, 1917, Tuberculosis Must 

be Vanquished like the Most 

Malignant of Reptiles Commission Americaing de Preservation contre ja luberculose ep Francs 

the Union of Major French Associations Countering Enemy Propaganda. 

The Maurice Neumont Studios provided material for the campaign and 

published posters such as ‘They Shall Not Pass!’ warning of a false peace 

proposal from the treacherous Germans (plate 23), as well as anti-pan- 

German posters used to illustrate lectures given throughout the country. 

Georges Capon and Georges Dorival executed a number of designs 

through poster agents for the American Committee for Tuberculosis 

Prevention in France that adopted the highly effective strategy of 

demonising the Germans by identifying them with disease. What was 

particularly interesting about some of these posters was the way they 

aped the German design strategy of the object poster in the depiction, 

for example, of a clenched fist in the act of throttling a German snake 

representing illness (figure 51). 

Almost exactly contemporaneously to the Bolsheviks in Russia,® the 

French rallied the rhetoric of the French Revolution not to the communist 
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revolution, but the national cause, patriotism and republicanism. The 

French Revolution was fixed as the event around which the past, present 

and future was made intelligible. It stood for motherland and liberty 

and its opponents were tyranny and despotism. As Michael Moody 

forcefully argues, the figures of Liberty, the Republic, Marianne, Victory 

and the French peasant woman were readily conflated in allegories of 

the Motherland and national re-birth in the poster campaigns for the 

¢ War Loans (figures 52, 53, 54, plates 26, 27, 28).9 The wall posters were 

52 SEM, 1916, 

For Victory 

Subscribe to the 
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wz oe National Loan. 
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Just a part of a campaign incorporating proclamations, image d’Epinal 

aimed at children, certificates, and small posters for interior display. 

Larger illustrated posters were put up in the streets on the Morris 

columns, in banks and post offices. They were also used as active agents 

of propaganda, providing visual aids in schools and at public meetings 

where the state sanctified version of history promoted republican values, 

[’Union Sacrée and the return of territories of Alsace Lorraine lost in the 

Franco-Prussian war of 1871. The French authorities, like the German, 

<\, COMPTOIR NATIONAL 
YY _ D'ESCOMPTE DE PARIS 
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NATIONAL 

53 Auguste 
aD p | Leroux, 1918, To Onur fader 

Hasten Victory ok , ( 
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. Impmmenie Joseph CHARLES _ Paris 

Subscribe! 
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54 Lucien Jonas, 
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took the response to the war loans as a measure of public opinion. 

Jean-Jacques Becker establishes convincingly that morale was firm, if 

unenthusiastic until 1917, when L’Union Sacrée collapsed under the weight 

of labour disputes over wages and widespread resentment born of a 

sense of inequality of sacrifice, which had led to mutinies at the front. 

Simultaneously, the government promoted its largest poster campaign 

in November 1917. 

The rhetoric of revived republicanism and moral right was part of 

a deliberate propaganda effort, orchestrated in large part through the 
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state-controlled education system. Becker describes how the education 

minister, Albert Serrault, instructed teachers: ‘To recall the “noble 

memory” of the dead; to explain to pupils the “causes of the war”, “the 

unprovoked aggression”, “France the eternal champion of progress and 

justice ...” ... And this from the first lesson of the day, so that a “manly 

attitude” be imprinted on the mind of pupils, on “citizens of tomorrow”. ! 

Schools were centres for the organisation and collection of the loans!! 

and they were the subject of scholarly exercises, French composition and 

drawing lessons in the hope that the message would reach the families. !2 

The political was conflated with the financial in what was thought to be 

high patriotic acts in the schools and the universities. On the launch of 

the first loan, teachers were given a six-point plan and had to read out a 

speech by Alexandre Ribot: ‘The public will have read it as it has been 

posted everywhere, but reading the poster by oneself in the street is 

necessarily superficial and provokes few emotions. It must be read with 

feeling, in an atmosphere of patriotic communion and with a fervour 

that will stress its principal points.’'? Teachers then reported back to 

the ministry on their activities. The curriculum was overhauled to make 

sure the right message was put across, and a series of posters by Prouve, 

for example, were published for display and instruction. They told of the 

heroic lives and deaths of French servicemen, often themselves former 

teachers and the values of honour and sacrifice they had learned in school 

(figure 55). The centrality of the schools to the French propaganda effort 

is further illustrated by the series of posters designed by children for the 

French Union National Wartime Providence and Savings Committee, 

many of which have a direct and designed quality absent from the posters 

executed by professional artists (figure 56, plate 29). 

Among adults, censorship by the government was deemed the most 

effective strategy for shaping opinion. If bad news and casualty reports 

were suppressed, the press on its own initiative praised French courage 

and condemned German ignominy. Badly equipped, cruel, demoralised 

and decimated Germans were regularly pitted against the superior 

material and moral qualities of the French soldier (plate 30). Becker 

observes the rhetoric was regarded by many as ‘eyewash’, defined by 

Michael Baumont as: ‘optimistic lies about military operations; childish 
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denigration of the enemy; an idyllic presentation of life in the trenches 

with the ‘exaltation of an army permanently frozen in a fixed heroic 

gesture’. Baumont quotes Charles Delvert, a history teacher who had 

seen active service who lambasts a Journalist from the Echo de Paris: ‘How 

L 
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does she picture us combatants? Does she really believe we spend our 

time brandishing great swords with heroic gestures and yelling “Vive /a 

France!” at the tops of our voices? When will these ladies and gentlemen 

in civilian life spare us their fantasies?’ For the purpose of the loan 

posters, the French were often seen alone or in heroic concert with their 

allies (plate 31, figure 57). The etymology of the term ‘eyewash’ might 

suggest it found its origins in the spectacle of the War Loan posters. 

The most romantic expressions of battle were reserved for posters 

produced in aid of the contributions to the war from the colonies of 

Algeria, Tunisia and Morocco. Typically, these non-white French troops 

were depicted as primitive, savage and horde-like (plates 32, 33). Engaged 

in actions not entirely appropriate to trench warfare, they are ferocious 

enough to have them on your side, but in their indiscipline and exotic 

difference they are set apart from the French nation. Interestingly, many 
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58 A. Grebel, 

Hey, Lads! 

Sparkling Wines 

from Augendre, 

Atelier Grebel, 

Paris 

of these spectacular designs were produced with the express purpose of 

being sold to collectors and the public to help raise funds. 

The nature of the poster meant that artists were not likely to confront 

the realities of the front, although clarion calls and flashing sabres 

were more conducive to the image of the war on the streets, as the war 

progressed just cause was preserved in realist depictions of soldiers. 

The popular print was far more graphic and posters advertising Salut! 

C'est Verdun, a selection of illustrations reprinted from L’Al/manac Vermot, 

1917, for example, shows the carnage. In the interests of propriety and 
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public morale, the censor did not allow these advertisements to be posted 

outdoors.!© 

The widespread depiction of the blind heroism of France’s crusade is 

matched by an emphasis on the common soldier, and demotic images of 

the ‘Poilw express solidarity with the ordinary citizen who was bearing 

the brunt of the war. To a certain extent British government recruiting 

and war loans posters appropriated the language of commercial popular 

culture and shared in the wider discourse of advertising. Bert Thomas’ 

‘Tommy’ and his progeny’s light-hearted anti-heroism successfully 

accommodated both cynicism and anxiety in ways that posters of the 

French ‘Poilw only sometimes emulated in drinks advertising (figure 58) 
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and the highly unusual photogravure poster for the Third Loan, ‘I’m on 

leave, you see, I’m coming to subscribe to the loan!’ (figure 59). 

France was predominantly an agricultural society and the image of 

the peasant predominates. Common Soldiers’ Day is a case in point. 

Aimed at raising funds for the troops at the front, the posters are not 

always sentimental and hyperbolic and demonstrate a preference for 

heroic but nevertheless down to earth, democratised and humanised 

visions of the soldier’s lot (figures 59, 62). We see the father hugging his 

daughter (figure 60) or a loving couple caught in tight embrace (figure 61). 

Invasion threatened not simply the national family but the joy of life 

itself. In these images the fate of the nation was made less generic and 
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grandiose and is tied to the fate of the individual in ways unique to the 

French poster. 

At war’s end strident images of French building workers can be found 

promoting charities engaged in rebuilding the devastated regions and 

helping the civilian population,'® but in general posters were far more 

likely to feature sentimentalised representations of displaced families, 

orphaned children and widows (figures 63, 64). As victims of the war, 
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63 Riom, 1917, Army Orphanage, Their Fathers have Died so that France may be 

Free 

their visual rhetoric was broadly comparable to that reserved for the 

wounded and prisoners of war and was designed to elicit the maximum 

amount of sympathy from the wider public.!? These posters, conservative 

in style and reactionary in their representational capacity, reflected the 

degree to which left-leaning reformism had penetrated French civil 

society. This stood in vivid contrast to the widespread revolutionary 

tendencies that manifested themselves at the end of the war in Germany, 

Austria and Hungary. 

The political, social and cultural climate in the Central Powers was 

very different from Britain or France. Politically, the German parliament 

or Reichstag was subservient to the Kaiser and his Chancellor and by 1916 

they had effectively relinquished power to the military high command 

of Hindenburg and Ludendorff. Like Kitchener in Britain and Pétain in 

France, they were popular military heroes and often featured on posters. 

Socially, a system of state capitalism advantaged the financial and 

industrial professional middle class while the working class was largely 
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integrated into a benevolent, militarised state with the most advanced 

social welfare system in Europe. The vote was determined by tax 

contributions and ensured the predominance of the landed aristocracy 

or Junkers, who together with wealthy merchants, industrialists and 

other socially conservative groups resisted any attempt to reform either 

parliament or the military and bureaucratic elites. Tellingly, David 

Welch describes Germany as: ‘A mass society before it had overcome 

its feudal past and before the early liberal-individualistic period of early 

capitalism had created those institutions of self-government and ideas of 

liberty which makes possible the existence of a mass society capable of 

organising for the collective defence of their interests as free men,’ !8 

The belief that European war was inevitable was widespread and the 

elite saw it as a potential solution to the problem they diagnosed when 

in 1912 one third of the electorate voted socialist. According to David 

Welch, the military wanted a quick victory in a war of defence to ensure 
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political acquiescence. A carefully orchestrated anti-Russian campaign 

conjured the Burgfrieden, literally Fortress Peace, contained a fragile 

consensus between the left and liberal-leaning urban classes and the 

nationalist and militarist elites. The euphoric sense of national unity 

was challenged to a certain extent by anti-war demonstrations in the 

cities. But overall, a social romanticism defined the people as a superior 

ethnic entity undivided by class interest in a fictitious Volksgemeinschaft 

or National Community. In its reference to historical and national myth, 

it paralleled L Union Sacrée in France, but there the comparison ends, as 

it constructed individuals as ethnically superior pan-Germanic imperial 

subjects rather than republican citizens. 

A state of siege was declared at the end of July 1914 and the Reich was 

divided into Bavaria and 24 military districts. These broadly corresponded 

to the old pre-unification principalities and traditional rivalries thrived, 

especially in the field of print culture. Artists frequently moved between 

Berlin, Leipzig, Dresden, Munich, Frankfurt am Main, Cologne, and 

Dusseldorf, and crossed national boundaries to Prague, Vienna and 

Budapest. In Vienna, the Weiner printing house monopolised the market 

for outdoor advertising and published the work of Theodor Zasche, Alfred 

Offner and Heinrich Lefler, among others. Berlin boasted the printing 

house Hollerbaum and Schmidt with its stable of artists including Lucien 

Bernhard, Hans Erdt, and Julius Gipkens, all of whom were normally 

expected to take responsibility for the total design of the posters. As 

printers willing take on the graphic identity and entire campaigns for 

companies, they were extremely influential in an environment where 

advertising agencies were not strongly in evidence and where the 

handling of posters and press advertisements was mostly carried out 

by space brokers. There was Dr Hans Sachs who had founded the 

Association of the Friends of the Poster that, in 1914, had a membership 

of over 1,200 and was paralleled in England by the London Society of 

Poster Art, which sponsored an exhibition of German commercial art in 

England in the summer of 1914. Sachs was a leading figure in the journal 

Das Plakat, an important focus for the debates concerning the poster in 

Germany. Equally significant were the Werkbund’s philosophies of design 

and production. The Werkbund aimed to rescue manufactured objects 
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from an alienated present for a vision of a utopian future derived from 

an ideal pre-capitalist era. The debate revolved around the authenticity 

of craft-based as opposed to standardised mass commercial culture. 

Interest was high amongst the artistic community and many of the 

regional capitals possessed Arts and Crafts museums with extensive 

poster collections. Leipzig, for example, was a centre for publishing and 

Munich had its own Secession and was associated with Ludwig Hohlwein 

and the design group Die Sechs.' 

Censorship was strict and poster display concentrated on the Litfass 

columns,”° stations, the interiors of railway carriages and trams, and was 

controlled by the police and the local and military authorities in each of the 

districts. Generally, sites were owned and chosen by the municipalities. 

Legislation was aimed at the regulation and proper appearance of 

public space, social control and the suppression of undesirable political 

movements, especially the extreme left. The Prussian Police Regulation 

of 1 August 1899, for example, made explicit and scant reference to the 

debates about commercial art: ‘these police regulations, are limited to 

the fulfilment of their duties as guardians of public order and supervisors 

of traffic in public places ... not the welfare of the state and society, much 

less the aesthetic feelings and interests of certain classes or divisions of 

the population. 7! 

The columns were reserved for exhibition, tourism and _ theatre 

posters, while commercial advertising tended towards singular outdoor 

signs on commercial enterprises and posters in interiors and window 

displays. A correspondent for the 7he Times reported in May 1915: 

Notices and posters ... are to be seen all over the country, not only 

in railway carriages, but on and in public buildings and on the 

advertisement pillars in the streets. Only in exceptional cases are 

they displayed on private buildings or private property. As a rule they 

are part of the state machinery. The language employed is plain and 

to the point, without verbiage. There is little or no attempt to make 

these appeals attractive as advertisements. The only exceptions from 

this bureaucratic rule are the posters of some voluntary associations 

which make their appeal by methods resembling those of the 

picturesque advertiser eager to catch the public eye. 
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... every placard has some compelling authority behind it, even 

though it concern voluntary acts. No flaunting display is needed. The 

great majority of posters do not shriek at you from the hoardings 

wherever you turn your gaze, they do not appear in the streets except 

on special pillars, they are insignificant in appearance and are 

usually a mere strip of printed paper. You must look for them, they 

do not look for you; but they are evidently exercising great influence. 

This is the tale of the posters in Germany. On coming back to 

England, I saw how great is the contrast in the art, the display, and 

the contents of the posters here. They seem to concern a totally 

different world.?2 

The correspondent shares the stereotype of the urban environment 

in Britain as brash, vulgar and commercial in contrast to a dignified, 

responsible and civic Germany. Posters did have an impact on public 

city space, but it was certainly more regulated than in Britain where 

the free play of the market and a self-regulated poster trade had a 

greater influence.*> Despite the fact that of all the belligerent nations, 

Germany was industrially the most advanced in 1914 and despite the 

best efforts of the Werkbund to develop the debate, commercial art 

remained subject to the individuality of the artist and to the wider 

demands of high bourgeois culture, rather than advertising agencies, 

and the needs of commodity capitalism and popular culture.*4 This 

liaison between art and commerce was characterised by the ‘art’ poster, 

of which Lucien Bernhard’s development of the typographical poster 

and the Sachsplakat, or object-poster, for maximum aesthetic affect, are 

prime examples. 

Taking the lead from the United States, in the years immediately 

leading up to the outbreak of war, there were limited discussions in the 

trade press about the relationships between advertising and psychology, 

and the advent of war propaganda stimulated the debate.» Through 

the activities of the Independent Association for Advertising Art and 

Science, the trade struggled for respectability and promoted the benefits 

of publicity. As Sherwin Simmons points out, Paul Rubens envisaged a 

new role for advertising in tune with the anti-commercial, embryonically 

anti-Semitic, nationalist and imperial tenor of the time: ‘to promote the 
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greatness and continued existence of the Empire, the honour of dead 

heroes, the glory of the living — Germany and Austria lead the world’.?° 

During the first year of war, only civic authorities and aid societies made 

use of advertising and for the same reasons as in England, advertising 

groups lobbied government to professionalise the promotion of the war 

at home and abroad. 

On the outbreak of war, the advertising industry was threatened by a 

loss of business. Uncertain how to proceed, leading graphic artists such 

as Ludwig Hohlwein and Lucien Bernhard developed ‘war graphics’, 

producing posters and advertisements which positively associated certain 

products such as Manoli cigarettes and Leibniz biscuits with the war.?7 

In so doing, the practice of advertising made plain the relationship 

between commercial advertising and propaganda. Generally, however, 

the German establishment was suspicious of advertising and held deeply 

entrenched prejudices against commercial popular culture. In contrast 

to Britain, the self-made men of the media allied themselves to the high 

European anti-modernising and late romantic tastes of the established 

imperial elites. 

In the German districts and in large parts of Austria the military 

commanders had absolute authority and censorship was strict. Their 

capricious behaviour gave rise to the resentment that made the military 

suspicious of the civil authorities and urban populations. The German 

government had established a network of observation stations under 

regional Enlightenment Directors, to monitor public opinion, but 

military attitudes and a warrior ethos prevailed. In July 1g14, Printer’s 

Ink reported: 

Many examples ... of the autocracy of censorship might be given, 

The tango, which raged unchecked in London, was in many German 

cities “Strengstens polizeilich verboten’, and posters dealing with the 

subject were banned. 

They have borrowed from England and America the idea that 

advertising should be serious. There are, of course, many press 

advertisements and posters which aim to catch the eye by sheer 

freakishness, but the tendency is to make an appeal through beauty 

of design and sobriety of presentation.7% 
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Inevitably the campaigns failed to hit the correct note with the people:? 

The imagery, however striking, may have caught the ambitions of the 

military, land-owning and industrial classes, but it failed to touch 

the people and especially the masses in Berlin, Vienna and Budapest, 

who along with the troops were increasingly paying the physical and 

psychological price of the war. 

Hungary had managed to avoid military rule and in that respect 

was the closest to the Western Allies. The regulatory framework for 

billposting was less strict than in Germany or Austria, but civil liberties 

were suspended, the press was censored and war industries placed under 

military supervision. In Austria, beyond the emperor Franz Joseph, 

people were unclear why they were fighting. Most of the country was 

declared a ‘war zone’ under martial law and a ‘war surveillance office’ 

was responsible for censorship and counter-subversion. The publication 

of anything unpatriotic or pacifist was banned, including anything of a 

strong religious, nationalist or socialist nature. The food shortages of 1915 

led to the division of Austria into self-sufficient units, leaving Vienna and 

the cities isolated. With the death of Franz Joseph in 1916 and the difficult 

winter of 1916-17, his successor Karl began to work for greater civil 

liberties and independence from Germany.” The government produced 

spectacular propaganda events such as the exhibition in Vienna’s Royal 

Prater amusement park. It featured a reconstructed trench and enemy 

positions, a Naval play with a representation of a real sea battle with 

movable, armed warships in water, a giant diorama of Gorizia and the 

surrounding area after heavy bombardment, all to the accompaniment 

of military music.*! 

Exhibitions of dioramas, war weapons, relics, graves and art featured 

strongly in the Central Powers’ facade to its people and the posters 

for these spectacles went through the catalogue of stock patriotic 

imagery: aeroplanes become imperial eagles in darkly romantic skies, 

soldiers are heroic in individual combat and the war is symbolised and 

memorialised with monumental gravity (plates 34, 35, figures 65, 66).” 

Film and newsreel also played an important part in the propaganda 

machine. In Germany the government secretly commissioned newsreel 

and propaganda films from private companies. The pattern was repeated 
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in Austria under the auspices of Sascha Film, where the seriousness of 

the newsreel was echoed by the pessimism of the posters by Karl Rob 

(plate 36). By rg18 the German government had expanded into the official 

sponsorship of feature films with the Picture and Film Office (BUFA) 

to ensure the production of entertainment for education and Hans Rudi 

Erdt produced a series of highly effective designs for the film posters 

(platend7)122 

The vocabularies of caricature and cartoon, normally confined to 
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the media of the print and the journal, found a wider circulation 

in posters in Germany than elsewhere (figure 67). The prospect of 

American involvement, for example, motivated propagandists to direct 

their demonising energies against the president Woodrow Wilson in 

contrast to the sense of historic: national purpose emanating from 

posters published in response to the collapse of the Russian front in 

1917 (figures 68, 69). The use of caricature was as much a measure of the 

determination of the military to get its message across as the symptom 

of a military psychology that, equally revealingly, relied on posters of 

campaign maps to articulate the case for war.*4 

In July 1915 bread rationing was introduced in Germany and the first 

food riots were experienced in the autumn. The War Press Office ® began 

a campaign to divert attention from domestic hardship by encouraging 
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hatred of the enemy and the British blockade. Stimulated by the success 

of the Bryce Report in Britain, German counter propaganda listed British 

Imperial transgressions in Ireland, India, Egypt and South Africa. A 

favourite symbol of British callousness was the murder of a German U- 

boat crew by HMS Baralong under the cover of the American flag a few 

months after the sinking of the Lusitania.*® Posters pictured weakness 

in the face of the English threat in the image of actual deprivation as a 

future consequence (figure 70), while others imagined entirely fictitious 

burning cities in visions unrealised until the Second World War. *” 

In r916 the food situation was exacerbated by the failure of the potato 
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harvest, leading to the so-called ‘turnip winter’. Animal feed was diverted 

for human consumption leading to catastrophic shortages of fodder 

and the widespread slaughter of animals. A nationwide campaign was 

launched to gather substitutes such as acorns, beechnuts, potato peelings 

and vegetable leftovers. Other camipaione encouraged the collection 

of women’s hair, nettles for textiles and metals for war production. A 

Journalist reported in Zhe Times: 

For civilians to waste bread is as bad for the soldier to throw away 

cartridges. This campaign by posters, circulars, and by exhortation 

in the Press has been accompanied by lectures and educational 

courses on the means of economising in matters of food even 

more than in the past... The advertisement pillars in the streets 

are usually covered with announcements of this kind. Alongside 

detailed regulations for a census of copper, issued by a commander 

of an army corps, stand an announcement from the War Cereals 

Society enjoining economy in the use of flour and other innumerable 

appeals ... The public reads these announcements and acknowledges 

the necessity of complying with them. It feels that it, too, has been 

mobilised, and the sense of discipline makes the hard times easier 

to bear. When a man goes to the railway booking office he sees a 

placard at the level of his eye telling him that it is his patriotic duty 

to exchange for notes every gold coin he may possess or that may 

come into his possession. It is the same at the post office.** 

The aim was to rally the people to the national cause: “Housewives Help 

to Win Germany’s Struggle for Existence’, and ‘to defeat the English 

plan of starving the country into submission’, ran two of the slogans. 

The population was empowered in the belief that it could do something 

to ameliorate its increasingly dire situation. From the evidence of the 

posters, they made use of the gamut of techniques available to the 

advertiser. Psychological appeal was achieved through the depiction of 

children, the landscape invoked patriotism through nostalgic views of the 

homeland familiar from travel posters, realism addressed the working 

classes where the support for socialism was strong, and the advanced 

technique of the ‘object-poster’ derived from contemporary advertising 
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made a direct aesthetic impact (plates 38, 39, 41).° In Austria-Hungary, 

posters relied to a greater extent on the advertising techniques of novelty 

and surprise to attract attention (figure 71). 

In other words, civil campaigns succeeded insofar as they were 

not subject to the same codes as the highly patriotic propaganda and 

war loans campaigns with their rhetoric of heroism, history, empire 

and expansionism. Other domestic campaigns helped establish the 

capitalist command economy and contributed to the rationalisation of 

r production in the industrial and agricultural heartlands. Posters 

instructed farmers to grow crops such as potatoes for food, and sunflowers 

71 F.Gareis. 
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and poppies for oil (plate 40), to catch oil-rich fish and urged people to 

move into the countryside to alleviate food and fuel shortages in the 

cities (figure 72). 

These policies failed to prevent civil unrest despite Hindenburg’s 

best efforts, who as a popular hero and the victor of Tannenberg had 

attempted to mask the introduction of forced civilian labour under a 

fog of patriotic fervour. The labour market was effectively militarised 

and all Germans ‘including profiteers, agitators and pessimists should 

be subject to the “time-honoured principle that he who does not work, 

does not eat”’.4° Surprisingly, the unions supported these moves: the 

Patriotic Auxiliary Service Law gave them official recognition, even 

though it limited freedom of movement and bound them to the war 

effort. The need to sustain production soon took the form of anti- 

leftist propaganda. Strikers with legitimate grievances were identified 

as potential enemies of the state in a strategy that continued under the 

provisional government and Weimar after the war.*! All of these policies 

placed more political power in the hands of the industrialists while the 
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working population was disadvantaged through inflation and shortages 

of food and fuel. 

Hermann Rickendorf, the advertising director of the ersatz coffee 

manufacturer H. Franck Sohne, together with Lucien Bernhard, and 

Pischewer an advertising filmmaker, took charge of the fifth Reichsbank 

War Loan campaign in autumn 1916. Bernhard oversaw the design of all 

the posters and press advertisements for the campaign in what was seen 

by leading members of the advertising trade as recognition from a hostile 

establishment. Unlike the first War Loan, for example, the posters were 

not restricted to bank interiors. Bernhard’s designs aped the form of his 

object-posters for commerce, although Hans Sachs thought they lacked 

the ‘gripping emotionalism of Allied posters’.4? Sachs had organised the 

exhibition of Parliamentary Recruiting Committee posters in Berlin in 

autumn 1915, where the critics had dismissed them aesthetically, but 

admitted their emotional impact: 

It is well known that the most extreme kitsch and false sentimentality 

are most effective when joined with realistic representation not only 

in England, not only in the Latin countries, but also even with our 

masses. The English recruitment posters very consciously turn to 

these popular sentiments, they represent mawkish scenes, they gossip 

with the viewer in a homey popular tone or with earthy humour, in 

short they contain plenty of emotionalism which the expert poster 

artist, of whom Germans are so proud (not always wisely), completely 

repudiates.” 

The strength of the propaganda poster therefore lies in its popular 

appeal: its effect on the collective psychology as pure pulp fiction. 

The military, however, never understood the relationships between 

propaganda, publicity and public opinion and once the certainties of 

swift victory, unity and the historic mission German Kultur dissipated, 

they were incapable of responding to the real needs of the German 

people. 

In Germany something like 60 per cent of the cost of the war was 

borne by public subscription to nine war loans. Propaganda campaigns 

urged participation as a patriotic act and returns were regarded by the 
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military as a plebiscite for continuing the policy of total war. By 1916, just 

as the economy went onto a full war footing, support started to decline, 

small subscribers fell from half to only a quarter of the total. Many hoped 

a failure of the loan would shorten the war as the campaigns unfolded 

against a background of crackdowns on the pacifist and revolutionary 

socialist movements, encouraging the population to ‘Hold Out’ and to 

‘Help Us Win’. For the sixth war loan in 1917, regarded by Ludendorff as 

a success, the military put structures into place for ‘patriotic instruction’. 

Lectures, public meetings and posters put the blame for the war on the 

enemy and warned the consequences of defeat would be particularly 

dire for the working classes. The propaganda promoted the belief in 

final victory, fortitude, duty, national pride and the need for authority, 

obedience and confidence in the leadership. 

Artists were commissioned directly or through the printers by the 

banks. The derided salesman or advertising agent, identified in the 

dominant ideology as materialist and probably Jewish, was excluded from 

the process. Responsibility for the design fell on the artists’ cultured 

and romantically anti-capitalist vision. As established national figures, 

they held prestigious positions in the academies and schools of art. War 

loan posters often drew on the ‘object-poster’, to produce a powerful 

aesthetic effect, independent of what was perhaps recognised as the 

declining appeal of figuratively expressed national myth and imperial 

emblems (plate 41).44 The posters were extremely popular and received 

wide distribution beyond the Litfass columns of which there were over 

one hundred on the Vienna ring alone, for example, and they could be 

seen on hoardings, fences and other available urban spaces. 

The Central Powers’ visual rhetoric of ‘service’ imagined a militaristic 

and transcendent ancient Germany in mythic iconographies of empire, 

history and landscape. The posters address the public as imperial and 

heroic subjects. They are not constructed as prototypical consumers or 

as efficient well-rested contributors to the war effort as in Britain, or as 

Republican citizens as in France. The posters defied the lived reality and 

essential modernity of an industrially advanced society with a relatively 

well-developed urban working and mercantile and financial middle 

class. The discourse pitted the authentic and pre-capitalist values of 
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Kultur against modern instrumental Zivilisation. Gemeinschaft or natural 

community is set against Gesellschaft or alienated society. In posters this 

was achieved through imperial emblems, chivalric imagery, Gothic script 

and allusions to the medieval woodcut to conjure memories of Saxon and 

Teutonic paganism. Albrecht Altdorfer’s Battle of Issus of 1529 never seems 

far away in this pre-modern imaginary, that made contemporaries in 

England think of the ‘House of Hohenzollern as “warrior-priests” of the 

ancestral religion of blood and iron’,*? in Prussian fantasies of the ‘cult 

of the Superman, the worship of the human animal, ... conceived in the 

disordered brain of the anti-Christian German philosopher, Nietzsche’. 

At the same time, allusions to German romanticism and classicism called 

to mind a culturally and ethnically identified pre-imperial Germany 

and ‘the lofty-spirited Goethe, the noble-minded Schiller and silvery 

tongued Heine’, all of whom were promoted in the name of Prusso- 

German militarism and economic dominance.*”? At its heart was an 

atavistic impulse and in it idealism and materialism found expression 

in the fact of the war. Allied propagandists diagnosed this Au/tur in the 

destruction of the cathedral at Rheims and poster designers, especially 

in France and Ireland, made consistent reference to it as a measure of 

its anti-Catholicism, paganism and brutality.‘ 

In Austria, the imperial authorities had adopted the visual idiom of 

the Sezession to give a powerful, dramatic effect far from the naturalism, 

realism and allegorical flair of the French or the commercial look of 

British posters. Typically, soldiers are protected by the nation in the 

figure of Germania (plate 42), or alternatively in medieval costume they 

stand guard over their families who stand in for the nation (plate 43). 

Austrian posters especially, make reference to the Alpine landscape 

where their borders were fought over with the Italians. In Hungarian 

posters soldiers stand guard in forests in an iconography of vigilance, 

protection and defence (figure 73). They are the visual equivalent of 

the dialogue Karl Kraus satirises /n These Great Times when the war 

correspondent Alice Schalek reports: 

There he sits as though carved from wood. I think there’s even a 

hint of a twinkle in his eye. The common man, in person ... What 

emotions are sweeping your soul? Why did I never before the war 
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see these splendid figures | now meet every day? ... gripped by the 

fever of the adventure. Call it patriotism, you idealists; hatred of the 

enemy, you nationalists; call it sport, you modern men; adventure you 

romantics; call it blissful strength, you students of mankind — / call it 

liberated humanity! 

It has to be said these images do not echo the popular iconographies 

of conflict depicted in British posters and advertisements. They do 

not belong to the world of Boys’ Own heroics, they are grimmer, more 

determined and even pessimistic. In this universe, the sociolologist 

Werner Sombart contrasted a nation of heroes with a society of 
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merchants. The British Empire was controlled by the petty mindedness 

of the small businessman, while an expansionist Germany of soldiers, 

peasants and townspeople were bound by spiritual, ethical and 

historical ideals to defend itself from the Entente’s crass materialism 

(figures 74~-76).°° Sombart’s conceit is illustrated in the iconography 

of coins of the realm in War Loan posters. British and French posters 

show the enemy crushed by the weight of the Entente’s wealth; 

those from the Central Powers use the coin as a moral shield against 

ageression (plates 44-48). 
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As part of a strategy for fund-raising, the imperative to memorialise 

is one largely absent from British and French posters. Exhibitions of 

‘Heroes’ Graves’ and art objects, advertised with posters, accompany 

war loan posters sporting eternal flames in the effort to raise funds 

for the bereaved in what looks like the beginnings of a death cult in 

the context of the wider iconography, a kind of visual equivalent to 

Ernst Junger’s Storm of Steel (figure 77, plate 49).°! Unlike, for example, 

posters specifically aimed at gaining sympathy for prisoners of war or 

the wounded and disabled (plate 50), the bereaved are not portrayed 
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in abjection, they are not even present. Instead, the posters suggest 

the blood sacrifice associated with peace and the promise of ultimate, 

if metaphysical victory. Either way, the connection between heroism, 

sacrifice, blood, iron and soil is forcefully made in an imaginative world 

where the eagle would always fly over the dove (plates 51-52). 

One of the devices for attracting support for the war loans schemes 

was the creation of ‘iron nail’ memorials where the Iron Cross was 

outlined in nails purchased by the public to symbolise the strength 

of the national will.°? According to Allen J. Frantzen the symbolism 

of iron is Janus-faced. Simultaneously iconic of German Kultur and 

industrialism it was both archaic and modern and captured the idealism 

and materialism of the German ideology. It looked backwards to the 

origins of Christendom in the nails of the cross and to medieval chivalry 

and crusading knighthood in the breastplate and the sword and looked 

forward to German industrial progress based on iron and steel production 

(figure 78, plates 53—55).53 

Messianic philosophers such as Fichte through their interpretations of 

Schopenhauer, Schelling and Kant provided the ground for a conception 

of the Hero and the worship of the state. In realms of moral freedom 

and purity of the soul they promoted German genius, and redemption 

in sacrifice in the name of the German nation. Championed by the 

military authorities, this kind of Wagnerian mythic imagery made for 

impressive-looking posters, but there is little evidence they had much 

influence on the wider public. The war workers on the home front were 

far more concerned about shortages of food and fuel than they were 

about high cultural literary allusions, or the grandiose rhetoric of the 

crusade of ethnically and spiritually superior German Kultur against a 

racially inferior and materialistic Latin civilisation. 

This current of Teutonic medievalism was also adopted in Austria, 

Hungary and the Czech lands, although it is tempting to read in the 

iconography and heraldry an implicit Slav nationalism independent of 

the dominant pan-Germanism (figures 79, 80). The Allies were even 

less convinced. Howard van Dusen’s ‘Knights of the Air’ shows Kaiser 

Wilhelm boasting to Hindenburg about “My German heroes’ as German 

planes bomb Red Cross hospitals. 
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In Germany, Hindenburg’s labour policies guaranteed women entered 

the workplace on a large scale, but paradoxically, her image was largely 

confined to the allegorical figure of Germania. In the body of a medieval 

woman, she embodies a historical myth of the nation and the nation as 

mother. Like Marianne she often carries the attributes of abundance, but 

unlike her she is never in battle or caught in mortal struggle. Often she 

is a figure of stability and wealth, advocating the collection of precious 

metals and jewellery to fund the war effort. Her image addresses on the 

one hand, the responsibility of women on the home front as providers of 

emotional sustenance, and on the other, an ideal of beauty to represent 

the essential character of the nation. After the war she retains her status 

but the emphasis moves from an abstract ideal to the power found in 

universal suffrage and the drive to get people to vote (figures 81, 82). 

178 



Poster design in France, Germany and Austria-Hungary 

The U-boat campaign was widely publicised in newsreel, film and 

posters in Germany and, especially, Austria-Hungary (plate 56, figure 84). 

The advanced technology of the submarine, like that of the aeroplane, 

conveyed the spirit of man and machine locked in mortal combat with 

the enemy and the elements. It was a glamorous and chivalric antidote to 

the dreary and all too frequently fatal routine of trench warfare. It was 

virtually the only parallel to the British and Empire use of war technology 

as an invocation of modernity,” although the imperative was different 

and ideologically appealed to a warrior myth. The U-boat propaganda 

was aimed at raising morale as much as funds and the authorities made 

the claim that unrestricted submarine warfare would bring England to 

her knees, ignoring the danger of precipitating America’s entry into the 

war. ‘Freedom of the Seas’ was the one slogan the German propagandists 

had come up with that had some success in promoting anti- British feeling 
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in neutral countries and it was discussed in August 1917 at the War Press 

Office conference on propaganda: ‘We have not succeeded at all. The 

only successful slogan we have is “Freedom of the Seas!”’5® Tronically, 

in Britain, David Wilson, never one to miss a chance of promoting 

anti-German sentiment, successfully appropriated the slogan and the 

dominant romanticised style in an anti-German poster showing the cost 

in human life (figure 83). 
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The early victories in 1914-15 had stimulated plans from right-wing 

quarters for territorial domination and annexation in Belgium, Northern 

France and Russia and in the summer of 1917 disastrous conditions at 

home precipitated by food shortages and labour strikes inspired the 

government to intensify its propaganda to promote its policy of victory, 

annexation and German supremacy. It was an attempt to unify the 

population when resentment at the privileged and powerful for the 

inequality of sacrifice was at its height. Following these policies Wolfgang 

Kapp and Admiral von Tirpitz, with the support of industrialists and 

the traditional conservative land-owning Junkers classes in East Prussia 
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founded the Vaterlandspartei in September 1917. On the recommendation 

of the Bavarian War Ministry, which had looked to the example of England 

where ‘Entire houses had been covered with War Loan Posters’,°? Kapp 

decided to employ commercial advertising techniques and the art poster 

in particular in the promotion of Gemeinschaft to attack the Allies and 

the pacifist groupings within the Social Democratic Party. 

The Vaterlandspartei’s policies led to a delay in agreeing peace terms 

on the Russian front and a wave of strikes swept the country. To help 

restore workers’ confidence in the government, posters were specifically 
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aimed at their leaders. Alexander Cay, for example, produced a poster 

showing a German soldier, representing patriotism and government, 

shaking hands with a munitions’ worker representing organised labour, 

with the caption ‘Through Work to Victory! Through Victory to Peace!’ 

The German Communist Party published a visual riposte to the design in 

realist style under the slogan ‘This is how the worker defends his borders! 

Proletarians of all countries unite!’ It was one of the first shots of what 

was to become a spectacular war of posters as the country descended 

into revolutionary chaos.°® 

At the cessation of hostilities the Imperial German Army returned to a 

defeated and chaotic Germany. The new Weimar Republic was faced with 

the unfamiliar need to recruit volunteer regiments to the Reichswehr.>? 

Often formed from the ad hoc anti-communist Freikorps or Volunteer 

Corps, they saw service in the Baltic and defended the republic against 

Polish territorial incursions in the East. The recruiting drive was regional 

and adopted the imagery of the War Loan campaigns, showing rugged 

and dynamic soldiers in postures of defiant defence (figure 85, plate 57). 

Some of the more advanced designs, however, seized upon the example of 

the British and American recruiting poster, producing versions of Alfred 

Leete’s ‘Your Country Needs You’ to address the viewer directly in simple 

and dramatic designs (plate 58, figures 86, 87). The iconography was also 

picked up by the new authorities in their determination to encourage the 

people to vote and lend legitimacy to Weimar. 

According to Ida Katherine Rigby,® with the end of Wilhelmine 

censorship in the two months leading up to the German elections in 

January 1919 and despite the paper shortages, a politically unstable 

situation brought about a deluge of political posters onto the streets. 

Rigby quotes from an article in Das Plakat by Ernst Carl Blauer, “The 

paper flood rose ever higher, Berlin’s streets rioted in colour orgies, the 

houses exchanged their gray face for an agitated mask. Every free space 

was relentlessly covered. Where had the days of “Posting Forbidden” 

gone? Show windows, roller-shutters, crates and boxes were decked in 

poster finery. °' The expressionist writer and publicity director of the 

Social Democratic Party (SPD), Paul Zech, argued propaganda was 

essential to political power and he wanted a new kind of poster, ‘a work 
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to the Nearest Recruiting Office. 

87 F.T.L., 1919, What About You? Have 

You Voted Yet? No! Then there is Only 

One Choice: the Luppe List 

of art spurred on by the hot wind of revolution’.°2 On the one hand it 

was a logical extension of the Werkbund’s desire to preserve authenticity 

in design, and on the other it preserved aestheticism in a new form. Zech 

created the new Werbedienst der sozialistischen Republik (Publicity Office 

of the Regime of the People’s Delegates), a coalition of Independent and 

Social Democrats. Initially, in November 1918 posters were aimed 

returning troops, and by December the Werbedienst was distributing one 

hundred thousand posters and flyers daily (figures 88, 89). 

Under criticism from the left and the right, Zech’s publicity office was 

eventually absorbed into the conservative National Office for Domestic 

Propaganda, which also produced recruiting posters for the /retkorps 

and was connected with organisations concerned with the defence of 

Germany's Eastern borders. Typically, with slogans in traditional Gothie 

script and in images of utopian and pure communal German life on the 
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land and in the village, the posters warned against anarchy and socialism 

in evocations of Gemeinschaft nostalgic for the national consciousness 

the German authorites had attempted to exploit in the early days of 

the war. Aimed at social radicals to warn of the threat of social unrest 

and revolution to the future of Germany, they also accommodated more 

popular commercial styles familiar from popular horror genres and the 

tradition of anti-socialist propaganda in Europe (figure 88). 

Many radical artists, such as Max Pechstein and Heinz Fuchs (plate 59) 

who were members of the Berlin Vovember gruppe, were committed to the 

establishment of a socialist state. At the same time, the socialist provisional 

government thought the urban masses would be more influenced by avant- 

garde expressionist posters, than those based on established Wilhelmine 

taste (figures go—g1). Zech, especially, thought that their visual rhetoric, 

uncorrupted by the state and commerce would sap support for the extreme 

Left: specifically, Karl Liebknecht and the Spartakus group. This desire 

to appropriate the avant-garde to the medium of the poster was linked to 

the lack of an acceptable popular commercial visual culture. Effectively, 

the design of war posters in Germany had been based on a vocabulary 

comfortable to the military, commercial and land-owning elites and was 

in denial of more popular imagery dependent upon consumer tastes. 

The return to Latin typography and the incorporation of “popular 

horror-show imagery into an Expressionist and Futurist space’® in 

the poster by Fuchs, for example, represented a comparable attempt 

to that undertaken by Bernhard in ‘Defend Your Country!’ (figure 88) 

aimed at harnessing the anti-establishment feelings of the working class 

by absorbing the censored and counter-cultural imagery of popular 

literature and cinema. The latter had not only attracted a great deal of 

criticism from the authorities during the war, but was held responsible for 

rapidly increasing delinquency. Additionally, the connotations of fine art 

embodied in expressionist style gave the poster an authority amongst the 

intellectual classes who were competing for ascendancy after the collapse 

of the imperial order. In the context of the long-standing prejudice in 

German society against the popular commercial arts, the expressionist 

tendency possessed the potential to emasculate any perceived threat from 

popular cultural forms. 
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go H. Richter, 1920, Three Ideas: Undisrupted Demobilisation, Development of 

the Republic, Peace 
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In the contemporary theory the poster affected the public aesthetically. 

According to Rigby, it also evoked revolution and betrayed the artist's 

beliefin the ability of Expressionism to stir the people to action. Steeped in 

national and aesthetic idealism, it promised millennarian and communal 

redemption from the trauma of defeat, the excesses of commerce and the 

brutality of the age. Avant-garde posters promoted the ideas and goals 

of a new socialist order, but workers identified the style with the middle 

classes and former ruling elite. They found it condescending, and after 

years of privation the fact that it denied their material aspirations in some 

abstract spiritual utopia did not appeal. Rigby quotes from an article by 

Hans Friedeberger recording workers’ responses, “the pointed, sharp 

representations ... were perceived ... as caricature ... and suspected of 

representing a lack of respect and esteem’.® 

The idealism of these posters could not be sustained amongst the 

den vertriebenen Wuslanddeutichen 
Der Wiedevraufbas Deutfehlands verlangt es 

Dolksfpende fie die vertrichenen Uuslanddentichen (Rickwandeverhilfe E.V.) 
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gt Fritz Kirkbach, Help Expelled Germans who have been Living Abroad, Returning 

Emigrant Aid 
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public. The middle classes saw them as vulgar and humorous or 

as expressions of angst ridden alienation. Organised labour and the 

communists felt they promoted a negative picture of the working class. 

In any case, the communists were uncomfortable with commercial 

advertising techniques and tended to rely more on street agitation and 

Kormmuilionsdruck der KH P-D 

J t M Dae 

g2 Anon., Join the German Communist Party 
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pamphleteering, which was less subject to legislation.®° Some posters do 

survive and are prototypically socialist realist in the styles they adopt, 

showing Karl Liebknecht in the pose of Lenin (figure 92); or caricatured 

images of heroic resistance to capitalist and militarist exploitation 

YK D-DD: 
(Sparfakusbund) 

93 Anon., What Does Spartakus Want? 
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5 
94 Anon., On 17 October Remember the Victims from the World Proletariat. 

Only Communism will Save You 

nun DER KOMMUNIS 

(figure 93). Images of working-class solidarity in golden visions of the 

communist future were not uncommon, although one poster graphically 

depicted the cost to the proletariat in ways later orthodox Socialist 

Realism would never allow (figure 94). They share the iconography of 
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international socialism about to be formalised in Russia by figures such 

as Dmitri Moor, Boris Efimov and Viktor Deni.® 

Many of these posters condemn the revolutionary mass as dangerous 

and anti-German. Anti-Russian messages familiar from the years of 

war transform themselves into anti-Bolshevik propaganda as ‘they’, in 

the figures of the Jew, the profiteer and the shirker, all of whom were 

perceived to have stabbed the nation in the back, carry the blame for the 

war. Stock images drawn from German romanticism and the vocabulary 

g5 OK,A 
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of popular art found in film posters, cartoon and caricature were more 

acceptable than avant-garde and expressionist images promoted by the 

provisional government. The vocabulary was adeptly exploited by the 

Alliance to Combat Bolshevism in Germany and other comparable right- 

wing organisations in Austria and Hungary, many of which by this time 

were beginning to use advertising companies to produce posters (figures 

95, 96, plates 61-63). 

With covert financial support from bankers and industrialists, Eduard 
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Stadler was able to establish the Alliance to Combat Bolshevism (figures 

95, 96, plates 6o, 61). It campaigned to demonise Bolshevism, to defend 

the Eastern borders, and to recruit for the Fretkorps or Volunteer 

Corps. At first, the Alliance approached artists directly, but later they 

held poster competitions and offered substantial prizes adjudicated by 

prestigious figures such as Peter Behrens, Bruno Paul and Hans Sachs. 

Submissions were exhibited to promote their aims, and to raise the status 

of the designs that had been, at first, almost universally condemned 

as Kitsch.°? This commitment to produce political posters for mass 

consumption was a new phenomenon and although heavily stimulated by 

newly won universal suffrage and the need to get the people to vote, it 

represents an aspect of the struggle for aestheticism in the development 

of popular commercial culture in Germany. 
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Conclusion 

H OR MANY HISTORIANS, the twentieth century began in 1914. In 

this way they acknowledge the massive political, social, cultural, 

economic and technological changes wrought by the First World War. 

Less attention, however, has been paid to changes in the nature and use 

of publicity occasioned by the conflict. It has been the purpose of this 

book to describe, account for and assess the extent of these changes with 

specific reference to the widespread use of posters in Europe. Before 

1916 and ‘total war’, the combatant nations felt the need to manufacture 

popular consent, to gain the material and moral support of their 

populations to an unprecedented extent. This required governments to 

make extensive use of the techniques of advertising and in particular of 

the poster. In a sense, the First World War acted as the midwife at the 

birth of modern publicity. i 

As the book demonstrates, this simplifies a varied and complex 

picture. In 1914 an already sophisticated visual language of persuasion 

was in place and it was utilised by governments on a scale and in 

areas of public life that were very new. But even this statement needs 

qualification. The governments of the combatant nations appealed to 

their people for different things and in different ways and in doing so 

made use of existing publicity apparatuses that differed from country 

to country. After all, as the book has demonstrated, publicity is shaped 

by political, economic and cultural forces, which were certainly not the 

same across Europe in 1914. 

The conditions and relations of poster production were different in 

France, Germany and Britain. France was the least industrialised of the 
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three and, despite the fact it was the acknowledged birthplace of the 

modern poster, it had the least developed commercial advertising trade. 

Artists retained considerable autonomy and traditionally saw themselves 

lending their talents to the world of, publicity without compromising 

their individuality and independence. Germany was the most industrially 

developed and had a community of designers who were close to industry 

and, as is evident in the debates generated in the Deutsche Werkbund, were 

eager to seek an industrial aesthetic, to develop a new visual language 

for the changed times. This search embraced the graphic arts including 

poster design. Britain was the most commercial of the European powers 

and its advertising sector was more developed and sophisticated than any 

outside of the United States. Artists who lent their talents to the printer 

or the advertising agency learned to compromise. Seeking a middle way, 

they scoffed at those fine artists who felt designing a poster was just like 

painting a picture while simultaneously dismissing lithographers and 

workshop apprentices who turned out undistinguished stock designs at 

the behest of the advertiser. In these circumstances it is not surprising, 

as the book shows, that war posters from different countries were quite 

distinct for all their similarities in why and how they were deployed. 

The European ruling elites shared a deep suspicion bordering on 

disdain for commercial advertising. With a Canute-like obstinacy, these 

groups tried, by legislation, to check the rising tide of commercial publicity 

in the period up to 1914. So, it was with some reluctance that governments 

embraced publicity during the war. It was a marriage of convenience and 

as soon as the war was over a separation was arranged as government 

and advertising returned to their own spheres. The position was more 

complicated in the chaotic conditions in the immediate post-war period 

in Germany. Even here, however, the war had exerted its impact and as 

in so many other areas it was impossible to return to the status quo ante 

bellum, as examples from Britain, France and Germany show. 

At the end of the war, the French poster scene was dominated by 

government campaigns for reconstruction loans and various charitable 

aid schemes for refugees and returning soldiers. Many of these designs 

show the direct influence of American design. From 1917 American 

Liberty Loan posters had been distributed in unoccupied France to 
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entice American service men and women to invest.! In these posters 

lithographic drawing is abandoned in favour of more integrated pictorial 

designs. The colour is dramatic and simpler, and figures are contained 

within planar renditions of landscape. The designs become less reliant 

on the shallow stage-like space typical of most French posters. The 

Americans saw themselves as part of a crusade for freedom and democracy, 

and some designers took this on uncritically, providing some of the 

only French designs that made use of medieval imagery, for example 

(figure 97). Georges Dorival’s (plate 64) work shares a similar pictorial 

coherence with posters advertising battlefield tourism published by the 

French and Belgian railway companies (plates 65, 66). These posters are 

characterised by the colours of wistful dusks over desolate battlefields 

and shell damaged towns, where the visitor finds solace in the new 

dawn. In one poster for Belgian railways the spectre of a soldier invites 

a young woman, a daughter, wife or sister into a battlefield that exists in 

another pictorial plane (plate 66). For all the visual impact of the poster, 

the pictorial device emphasises the impossibility of understanding. 

Those who did not experience the trenches are forever condemned to 

the superficialities and vicariousness of the tourist. 

In Britain, recruiting campaigns continued, advertising the life in 

the services as an opportunity to see the world and play sport, in ‘an 

unbroken whirl of pleasure and of travel — unmarred by anything so 

fatiguing as work’ (figure 98, plate 67). They were not well received in 

some quarters and The Billposter reported, 

In some parts of the country there has been defacement by ex- 

Servicemen of the posters now being used to assist recruitment for 

the army ... Until the war came and brought some six millions of men 

under arms recruiting posters passed without objection. Now their 

incredulity makes itself apparent in disfigurements. 

The writer thought this kind of reaction could not be ignored because 

not only did it ‘diminish faith in official honesty’ in ‘overstatement’ and 

a lack of ‘propriety’, but it served to dissipate the ‘public confidence in 

advertising’, that the trade felt that it had won through its contribution to 

the war effort.2 These battlefield tourism and recruiting posters share a 
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pictorial coherence and confidence that speaks for a return to ‘Business 

as Usual’ and a simultaneous cautionary realisation that publicity and 

information thought appropriate for liberal democracy could so easily 

slip over into the propaganda that was thought more appropriate for 

tyranny. 

The immediate aftermath of war and economic collapse in Germany, 

Austria and Hungary saw the poster turn increasingly to political 

purposes, idealisms of the left and the right exploiting the medium 

to the full. Expressionist and realist styles drawn from the artistic 

and political avant-gardes combined with popular commercial styles to 

express socialist and nationalist agendas to spectacular visual effect, but 

with questionable powers of persuasion as they played on the fear of 

external invasion and internal instability (plate 68). 

During the war in Germany and France where government control 

had ensured the impact of commercial culture was at a minimum, the 

posters tended to instruct the populace and to provide a guide for correct 

forms of behaviour through officially defined models of national history 

and identity found, respectively, in narratives of Teutonic supremacy and 

Republican zeal. As we have demonstrated, these narratives were so far 

removed from everyday reality in Germany, for example, that they rarely 

found their mark with the people. In Britain the government’s laissez-faire 

attitude to propaganda and publicity in the area of poster production and 

the popular commercial culture of which it was a part, led to a process 

of seduction where people recognised themselves in a visual rhetoric of 

service that made use of the tricks of the trade to cajole and lever on 

an emotional level. The pictures of the crowd, the admonitions to enlist 

and even the Tommy in ‘Arf a “Mo” Kaiser’, in what was effectively a 

promotion for the tobacco industry, appeared within a discourse of 

commercial popular culture legitimised by government. This had the 

effect of making government capable of being able to simultaneously 

address and implicate whole sections of the population who did not have 

the vote and who had no investment in the political establishment and, 

for the first time, could literally see themselves represented and given 

a kind of official enfranchisement in and beyond the marketplace. The 

publicity succeeded to the degree that it did because its audience was 
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seduced on social and cultural levels. This did not yet occur on a political 

level but the promise of power was implicit in the act of recognition 

carried out in the discourse of an officially recognised publicly consumed 

commercial culture. Effectively, it carried the seeds of a vision of a liberal 

individual, produced by an alliance of commerce and government. An 

individual, who, as a not yet fully enfranchised citizen and incipient 

consumer, was made ‘free’ by the “home comforts’ and leisure necessary 

for efficient labour to provide service to the state. This may, or may not 

have been, a picture of the first Director of the Imperial War Museum, 

Martin Conway’s, ‘foundations of a new and better world’? but it is 

certainly the record of ‘the devoted and heroic work of millions of men 

and women cooperating as parts of one vast living machine’,4 that comes 

down to us in the legacy that this analysis of the Imperial War Museum’s 

poster collection represents. 
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