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CHAPTER 4 - PREVIOUS COMMEMORATION AND THE INFLUENCE OF NATIONAL MEMORIALS
4.1   INTRODUCTION


Decisions over choice and the way ahead that faced war memorial committees from 1918 onwards were undoubtedly influenced by what had gone on before. In the past communities were required to remember the dead of other conflicts, and through these acts precedents were laid down that in many instances set a benchmark for the organisers of post-war commemoration acts. This brief study into acts of commemoration before 1918 will help bring a degree of perspective to the discussion and also allow an assessment of the extent to which acts of commemoration were a continuous process for the communities of west Wales, against the premise that such acts from 1918 onwards were unprecedented and a reaction to a period of mass bereavement not previously experienced. It must be remembered that between 1914-1918, as the list of the dead began to lengthen and more and more families were suffering the agony of bereavement, the task of commemorating the fallen of the Great War had already begun. 

National memorials attracted the attention of local projects, and the more ambitious local schemes were anxious to emulate the celebrated national memorial examples. The most famous example is the Whitehall Cenotaph, and this will open the discussion. But other types of monuments that may have inspired local projects include: the religious allegory primarily within the British war cemeteries and situated at home and abroad; the figurative memorials of eminent sculptors such as Charles Jagger, amongst others. The religious content within memorial allegory will have particular significance in a discussion on the survival of the traditional in post-war commemoration.
4.2   PREVIOUS CONFLICTS

By 1914, acts of commemoration followed patterns that had developed in the nineteenth century, and were based upon the full involvement of existing local political organisational authorities, as well as voluntary organisations and private individuals, many of whom had great influence within their community. The commemoration of national events, including various coronations and jubilee celebrations, was commonplace, and the procedures followed at this national level became the basis of post-war memorial projects at all levels. These procedures included: the setting up of organisational committees; the use of public meetings in the decision-making process; the organisation of fund-raising activities to raise monies for what were sometimes expensive and elaborate schemes; the encouragement of full communal participation in events. All members of the community were seen as useful to the cause, an attitude that reflected a strong and omnipresent sense of public duty that prevailed throughout Victorian and Edwardian society. Occasionally memorials emerged out of an endowment from a wealthy individual via a charitable fund, and were viewed as both a symbolic and philanthropic gesture, and also seen as a way of increasing an individual’s influence and social standing within the community. Alex King views such action as at once providing a useful and constructive purpose, but also displaying ‘a gesture of social reconciliation…(that) reinforced the theme of communal unity in the celebrations’.1
 
Beginning in the early decades of the nineteenth century, memorials to the Battle of Waterloo, and individual senior officers who took part, can be seen throughout Britain.2 Types range from regimental dedications such as those to the Grenadier Guards and the Household Cavalry at the Guards Chapel in Westminster, and memorials to the conflict itself, such as the stone column at Romsey Abbey in Hampshire, or the metalled bridge at Betws y Coed in north Wales. General Sir Thomas Picton (1758-1815), the most senior officer to perish at Waterloo and a native of Haverfordwest, is commemorated on a number of memorials throughout the country, including marble busts as far a field as St Paul’s cathedral, and Rudbaxton church near Haverfordwest. One of the most celebrated monuments in Wales can be found along Picton Terrace in Carmarthen and is dedicated to the General. Erected in 1847 (it replaced the original 1828 monument which fell into disrepair), the impressive stone obelisk still dominates the western approaches to the town. On his death, monuments were also erected to the Duke of Wellington (1769-1852), including Matthew Cotes Wyatt’s memorial at Aldershot (Wellington is depicted astride his horse, Copenhagen), and the Wellington arch at Hyde Park Corner. A stone memorial to the victor of Waterloo was erected in 1858 on the summit of Pen Dinas near Aberystwyth; in the form of an upturned cannon, it still _________________________
1.  King, Alex, Memorials of the Great War in Britain: The Symbolism and Politics of Remembrance (Oxford: Berg, 1998), p.42.

2. See the National Inventory of War Memorials at www.ukniwm. This site lists sixty-six Waterloo memorials, the majority of which commemorate individual officers who fell during the battle.

dominates approaches to the town. Such a memorial may have encouraged the townspeople to erect an even grander monument on the seafront at Aberystwyth following the Great War (see chapter 8.2 below).

These individual memorials were ‘primarily defined by personal wealth, influence and social position’.3 Commemoration of individuals precluded the average private soldier whose death went unnoticed and burial unmarked. It was not until the mid-Victorian period that the emphasis began to shift away from the celebration of individual soldiers from the officer class, to the ‘appearance in cathedrals of the first memorials to commemorate the dead, rank and file’.4 Many communities witnessed the erection of memorials to all those lost in the Crimean War, (1853-1856).5 One example that depicts other ranks, albeit in an idealised form, is John Bell’s Guards Memorial at St James’ London. Cast in bronze, guardsmen are seen in mournful repose for fallen comrades, a depiction that can be seen to set a precedent for the many ‘soldier on guard’ monuments erected throughout Britain following the Great War. Regimental memorials in Wales to the fallen of the Crimean War include the Royal Welsh Fusilier stone and plaque at St Giles church in Wrexham, and the 41st Regiment of Foot plaque at Llandaff cathedral. One of the most celebrated memorials in west Wales is the monument at Lammas Street in Carmarthen, which was erected in 1858 and commemorates the officers and men of the 23rd Royal Welsh Fusiliers who perished on the Peninsular. An obelisk of Portland stone, it rises to a height of _________________________

3. Gaffney, Angela, ‘The War Memorials of the Great War in Cardiganshire’, Ceredigion, XIV, No. 1, p.137.
4.  Mansfield, Nick ‘Class Conflict and the Village War Memorial’, Rural History VI, No. 1, p.75. 

5.  The National Inventory lists three hundred and thirty-nine memorials to the fallen of the Crimean War.
thirty-two feet and lists, battle-by-battle, those who perished, as well as those who succumbed to disease. Although primarily a Crimean War memorial, it also lists battle honours from the Napoleonic Wars.
Commemoration in Wales of the Anglo-Zulu war of 1879 also set a precedent for future practices. Dedicated to the 24th Regiment of Foot, the Harvard chapel in Brecon cathedral displays rolls of honour, group and individual memorials to those from the regiment who have made the supreme sacrifice. The stained-glass East Window is dedicated to those who perished in the Zulu wars, and can be presented as a forerunner of later memorials, including windows dedicated to the fallen of the Boer War, as well as those installed in west Wales to the fallen of the Great War (on the north side of the chapel stained-glass window memorials remember those from the regiment who perished in later conflicts). Depicting scenes from the life of Christ, the allegory in the East Window can be seen as a juxtaposition of his sacrifices with those of fallen soldiers, a practice evident in Great War memorialisation. The brass plaque accompanying the window (on the north wall of the chapel) includes the inscription, ‘They gave their lives for Queen and country – Jesu Mercy’. 
 For many communities in Britain it was the Second Boer War (1899-1902), that provided the most visible monuments, and the most tangible precedent for those charged with commemorating the fallen of 1914-1918. Throughout Britain, memorials to the Boer War vary in type and dedication; from figurative sculptures to stained-glass windows, and simple plaques to drinking fountains. They include dedications to regiments, individuals of all ranks, as well as the fallen of a town, county, or even the alumni of schools and colleges.6 Regimental memorials in Wales include the figurative marble soldiers with reversed arms at St Giles church Wrexham (to the Royal Welsh Fusiliers), and the brass plaque to the Denbighshire Yeomanry in the same church. At St Mary’s church in Monmouth, a window depicting Henry V, St George, and St Denys, commemorates the local militia who fell in South Africa. Town-based memorials in Wales include the avenue of trees in Mold, which also commemorates the coronation of Edward VII in 1902, and the soldier in Sicilian marble along the Mumbles Road, Swansea. Dressed in full kit, he is seen guarding over a wounded comrade. The inscription reads: ‘For that fair motherland which gave them birth; Nobly to dare; Nobly to die’. Other examples of figurative memorials that commemorate town or county dead in west Wales include the monuments situated in the grounds of the town hall in Llanelli and the Guildhall Square in Carmarthen. This latter example depicts an officer in full campaign dress and commemorates thirty-three men from the whole of Carmarthenshire who perished (this set a precedent for the county-based Great War monument in Carmarthen unveiled in September 1924 - see below at chapter 5.3). The Llanelli memorial commemorates nine men of the town who fell in South Africa, as well as listing their units and when and where they perished. It was erected by public subscription and unveiled on the 26th August 1905 by Earl Roberts, Commander-in-Chief of British forces during the war. Undoubtedly, this monument set a firm precedent for events in the town following 1918, although many would judge the Goscombe John monument, erected in October _________________________
6.  The National Inventory lists one thousand seven hundred and twenty-one memorials to the Boer War in Britain, compared to just fifty-nine remembering the Zulu wars.  
1923, as aesthetically distinct from its Boer War neighbour (see chapter 6.2 below). The Boer War monument situated at the top of High Street Haverfordwest was a modest affair in the form of a Celtic cross, and far outshone by the county memorial erected at Salutation Square in 1921. Details of the unveiling of this memorial in October 1904 and its significance as a precedent for later ceremonies can be found below in Chapter 5.5. Memorial in west Wales dedicated to individual Boer War fatalities include the memorial window and plaque to Captain Ralph Paynter Williams, erected at St Peter’s church Lampeter Velfrey near Narberth; the window memorial to Captain Alfred Begbie at Llanrhystud church near Aberystwyth; the candle holder dedicated to Lieutenant Thomas Morris at Llangynog church near Carmarthen; the marble tablet at Drefach Velindre near Newcastle Emlyn, to Corporal William Jones who perished during the relief of Mafeking; and at nearby Llandyfriog church, the plaque to Corporal William Fitzwilliam. At Flimston chapel and St Michael’s church, both in the parish of Castlemartin in south Pembrokeshire, a series of plaques and tablets commemorate individuals who perished in the Boer War. 

Angela Gaffney identifies the changing status giving to three and a half thousand British Boer War volunteers who perished in the conflict. How they were commemorated changed, ‘as it became necessary to remember those who had died not only as soldiers but also as citizens’.7 The voluntary element that characterised the army that went to war in 1899 helped change attitudes towards the dead and the way they were remembered. In 1914 ‘the memory of the Boer War was still fresh in _________________________

7.  Gaffney, Angela, Aftermath: Remembering the Great War in Wales (Cardiff: University of Wales Press, 1998), p.23. 
the national psyche and provided a benchmark for society’s ability to deal with the impact of war’.8 This transition continued and was given momentum by events during 1914-1918, most significantly because of the enormity of the slaughter and the need for so many individuals, families, and communities to remember the fallen appropriately. 
4.3  WARTIME COMMEMORATION
Between 1914-1918 commemoration of the dead through mass rallies, church services and memorial erection became increasingly popular. At the heart of this activity was a devotion to the dead and missing servicemen expressed through prayers, floral tributes, the display of heroic inscriptions, and the listing of the names on rolls of honour displays in workplaces, churches and other public spaces. Prayers were said primarily for the safe return of loved ones; however such activity did have a more down to earth purpose, namely as a vehicle for the expression of patriotic sentiments, particularly in the early years of the conflict. Hence this activity did have a positive purpose as it was seen to provide support to the families of servicemen, and encouragement at a time of deep anxiety.
The patriotic element contained in these wartime acts was linked to the need to lift morale at a time when the initial enthusiasm for the war was being sorely tested by the growing lists of dead, wounded and missing appearing daily in British _________________________
8.  Furlong, Jane, Knight, Lorraine and Slocombe, Simon, ‘They Shall Not Grow Old: An analysis of trends in memorialisation based on information held in the UK National Inventory of War Memorials’, Cultural Trends, Vol. 45, (2003), p.10. 
newspapers. At the same time this call to the patriotism of the British people also became an important aid to the recruitment drive as the need to maintain the levels of recruitment, enjoyed in the opening months of the conflict, became more acute. This task became increasingly more difficult as the war progressed, leading to various policy changes and eventually conscription for men aged between eighteen and forty-one. The language of commemoration, memorial construction and associated ritual during the war years was traditional and instantly recognisable as that of the noble warrior and of selfless sacrifice.
Types of memorials and ceremony varied, but included, firstly, commemoration of the 4th August, the date Britain went to war (until 1919 and the adoption of November 11th, the day war began was regarded as remembrance day). Secondly, the appropriate revamping of traditional religious and patriotic festivals to pay homage to the dead and missing; this included Empire Day and Trafalgar Day, as well as Easter. Thirdly, the increasing use of rolls of honour plaques, erected on public sites to record the names of all those who had accepted the ‘King’s shilling’ and had enlisted to fight. This form of commemoration was clearly linked to the recruitment drive because it highlighted, at a very local level, not only those who had answered Kitchener’s call, but also those who had not joined up and were conspicuous by their absence from the list. This added to the stigma attached to such a status, and increased the pressure to act differently. The pressure exerted on both the young men and their families proved overwhelming and many believed they had no choice but to comply, although problems with recruitment were a concern for the British authorities throughout the war. Many of the rolls of honour plaques that still adorn the walls of parish churches throughout west Wales were originally conceived during the war years, and some, including the St David’s roll of honour situated at the cathedral, still list all those who served as well as the fallen. Others in west Wales still evident today include those at Amroth church near Tenby, Stackpole church near Pembroke, St Aiden’s church, Llawhaden near Narberth, and Tabernacle church in Haverfordwest. At Johnston, the stone scroll memorial still present on the wall surrounding St Peter’s church is typical of wartime rolls of honour, in both style and its prominent position within the community.   

Many communities decided to opt for a more permanent memorial, even during the conflict. Initially, as with the roll of honour plaques, these stone features were utilised for the on-going recruitment drive, as opposed to a clear dedication to the fallen; however, as the conflict continued, the casualty lists lengthened, and talk of an early and decisive victory faded, the purpose of these memorials changed, as increasingly they became true memorials to the fallen and missing. Death had began to intrude on this particular form of wartime commemoration, although many of these features, which were adopted by towns and boroughs throughout the land, also displayed outstanding achievements and military distinctions of serving soldiers and sailors, as well as deaths.

A popular form of commemoration that appeared during the war years was the street shrine. Initially these shrines were the inspiration of the Anglican Church and in particular that of Arthur Foley Winnington-Ingram (1856-1946), Bishop of London, evangelist and champion of social work in the East End. This bellicose churchman was less venerably labelled the ‘Bishop of the Battlefields’ for his ‘jihad-like’ call to smite the enemy, but he was among those who, as experienced fighting men such as Frank Richards were only to eager to point out, ‘did not believe in doing any of the smiting themselves’.9 The shrines were seen as a dedication to those who had answered the call and to those who had not returned. It was the hope of the clergy that the local populace would not only erect these monuments but would also maintain them. Shrines were popular among high church elements and within urban areas, which perhaps explains their scarcity in the rural west of Wales. They were particularly popular among churchmen who, like Bishop Winnington-Ingram, saw it as their religious duty to engage with the urban, working classes. Consequently shrines became popular in these areas and were lovingly maintained by local people. By mid 1916 they were to be found countrywide, but for the most part remained a product of church evangelism, and were still promoted as such. 

Street shrines, sometimes dedicated to the Royal Family, were to remain a popular form of remembrance because of the continuing association with expressions of support and honour for those at the front, and also as bringers of luck at a time of much uncertainty and anxiety for the families of fighting men. Consequently shrines 

were treated with respect, were well maintained, remained free from vandalism, and the associated dedication ceremonies were always well attended. Despite this general popularity there was opposition to this form of commemoration, mainly based upon age-old anti-Roman Catholic prejudice and animosity towards the display of religious _________________________
9.  Richards, Frank, Old Soldiers Never Die, 1933, p.301, quoted in Hanson, Neil, The Unknown Soldier: The Story of the Missing of the Great War (London: Corgi: 2007), p.76    
imagery and ritual. This was countered by accusations that anti-shrine sentiments emanated out of feelings of ill will towards servicemen and against the successful conclusion of the war; in the minds of many, these feelings could only be expressed by enemies of the community and the country. As with other forms of wartime commemoration, shrines were not only a comfort to the bereaved and the relatives of serving men, but they were strongly associated with patriotic sentiments and support for the war effort.


Acts, such as the erection of the street shrines, were also seen as directly addressing the concerns of women about the war. The importance given to the dedication of men folk as heroic citizens in arms, whose sacrifice was of important moral significance, cannot be overestimated. Women were seen by many in the community as defenders of the shrines, as the moral worth of the struggle was reflected through their devotion. Of equal significance, ‘the practice of erecting shrines enabled people to respond quickly to the Cenotaph, because they had become accustomed to placing flowers at memorials during the war’10, making a clear and compelling link between wartime practices and acts of commemoration post-war. 
4.4   THE INFLUENCE OF NATIONAL MEMORIALS
4.4.1   THE CENOTAPH AT WHITEHALL  


The most celebrated and familiar memorial in Britain is the Cenotaph at _________________________
10.  Lloyd, David, W. Battlefield Tourism: Pilgrimage and the Commemoration of the Great War in Britain, Australia and Canada, 1919-1939 (Oxford: Berg, 1998), p.62. 
Whitehall. Originally a temporary feature of plaster and wood, it was erected in July 1919 as part of the Peace Day celebrations; this structure was quickly replaced by the stone monument of today. Its effect upon the British populace was immediate, not only as a focal point for bereaved families remembering their loved ones, but also among marching veterans on Armistice Day, as part of their tribute to fallen comrades. Designed by Edward Lutyens (1869-1944), with maybe inspiration taken from classical examples, it met the requirements set down by the Prime Minister, David Lloyd George (1863-1945) and the Foreign Secretary, Lord Curzon (1859-1925), for a simple memorial, free of religious and Christian symbolism, while retaining the impressiveness of a national memorial. In turn, the solemn, even severe, architecture was meant to relate to death and mourning on an unprecedented scale.  Alex King captures the meaning in the architecture adopted by Lutyens, as ‘the liking for simplicity accorded with an influential current of contemporary critical thinking, which valued directness of statement and clarity of form’.11 Likewise, Jay Winter judges the Cenotaph as minimalist even abstract in form, free of patriotic and romantic symbolism (although he does suggest it possesses classical Greek forms), and through this simplicity he concludes that all visitors could ‘inscribe his or her thoughts, reveries, sadnesses’12 towards the monument.        

Not surprisingly George Mosse identifies a political intent behind the erection of such a monument, one that would focus attention towards communal _________________________
11.  King, Alex, Memorials to the Great War in Britain, p.145. 
12.  Winter, Jay, Sites of Memory, Sites of Mourning: The Great War in European Cultural History (Cambridge: Cambridge University Press, 1995) p.104.
memorialisation and away from serious criticism of the conflict and the conduct of those in power during the war years. He believes that ‘the country was seething with unrest and the Government feared that bolshevism might gain a foothold in Britain’.13 This aside, within the simplicity of purpose, that many at the time recognised in the Lutyens design, developed a consensus that the Cenotaph was an appropriate way in which to remember the fallen. This consensus was shared by those, including veterans, who made up the countless memorial committees up and down the country. Many, including communities in west Wales, would attempt to follow the design ideals of Lutyens and create their own cenotaph-like monuments, with the hope of emulating the design and purpose of the Whitehall original. Some at the time recognised a different meaning in Lutyens design; to them the Cenotaph possessed something of the Imperial that represented strength and unity at a time, following victory, which saw Britain and her Empire remain a force in the world. On Armistice Day 1920, The Times, described the permanent fixture as ‘simple, massive, unadorned, it speaks of the qualities of the race’.14 Others highlight a shift in meaning overtime; Geoff Dyer believes the Cenotaph has become part of the everyday, ‘the empty tomb has become the invisible tomb’,15 a numb version of its former self. He contrasts this to the Armistice commemorations in former years, particularly 1919 and 1920, when, in the words of the journalist Stephen Graham, the Cenotaph ‘gather(ed) to itself all the experience and all that was sacred in war’.16 
_________________________
13.  Mosse, George, Fallen Soldiers: Reshaping the memory of the World Wars (Oxford: Oxford University Press, 1990), p.95.
14.  The Times, 11 November 1920. 
15.  Dyer, Geoff, The Missing of the Somme (London: Penguin, 1995), p.19.
16.  Quoted in Dyer, p.19.

 
David Lloyd in his study of post-war battlefield tourism, views pilgrimages to the Cenotaph along with the Tomb of the Unknown Warrior at Westminster Abbey, as not only bringing together the British people and expressing ‘the yearning for unity which marked the first years after the war’17, but also the merging of the private grief of families and veterans attending Armistice Day memorials, and the display of that grief through a very public ceremony. The focus had shifted from grieving for the unknown or ‘Glorious Dead’ to individual bereavements; the experiences of the bereaved were suddenly brought into the public domain. This in turn raised the profile of bereaved families and the priority they should be given at such events, not only at a national level but at countless town and village unveilings throughout Britain. The naming of names on these local memorials, some replicas of the Cenotaph, identified the bereaved to the community at large, and acted as a reminder of the futility of war and the need to prevent future conflicts. The merging of private grief and public ceremony saw the Cenotaph and the Unknown Warrior alter the ‘symbolic focus of public commemoration of the dead’,18 as both became the focal point for the grief of the whole country. Lloyd also recognises the survival of traditional language and thought, as these memorials ‘drew upon and affirmed the high diction of heroic sacrifice’,19 reflected in the inscription ‘The Glorious Dead’ and the Unknown Warrior. Add to this continuity, as the practice of visiting wartime _________________________
17.  Lloyd, p.82. See also Walter, T., ‘War Graves Pilgrimage’, in I. Reader and T. Walter, (eds.), Pilgrimage in Popular Culture’ (Basingstoke: Macmillan, 1993), pp.63-91. 
18.  Lloyd, p.50. 

19.  Lloyd, p.89.

shrines and rolls of honour at places such as Aberystwyth to name just one, continued into the post-war years through the pilgrimages to these national focal points ‘and made it impossible to bring the war experience to a close…they presaged the nature of post-war remembering’.20  
4.4.2   RELIGIOUS SYMBOLISM IN BRITISH WAR CEMETERIES 

Between the wars, ‘the Western Front became a landscape of remembrance for countless battlefield pilgrims and tourists - commemorative materialities shaped less by those who fought than by those who had not’.21 David Lloyd’s study covers these pilgrimages to sites of mourning overseas as well as in London, and those visiting the western front, whether the bereaved, veterans or tourists, were confronted by the numerous British military cemeteries that trailed the old battlefield lines in Belgium and France. The numbers involved remain testimony to the level of the slaughter; ‘in total 918 cemeteries were built on the Western Front with 580,000 named and 180,000 unidentified graves’.22 Sadly, the task of recovery and burial remains active to this day. British cemeteries followed a set design that combined the _________________________
20. Lloyd, p.92. ‘The Story of the Cenotaph’ is taken up by E. Homberger in the Times Literary Supplement, (December 1976), pp.1429-30, and more recently, Stephen Bayley discusses the Cenotaph, along with some interesting observations about vertical and horizontal line convergence, in ‘Notes and Theories - Cenotaph: The Price of War, the Architecture of Peace’, The Independent on Sunday, (17th November 2004), p.5. See also, Greenburg, Allan, ‘Lutyens’ Cenotaph’, Journal of the Society of Architectural Historians, XLVIII, No. 1, (1989), pp.5-233.   

21. Saunders, Nicholas, J., ‘Crucifix, Calvary and Cross: Materiality and Spirituality in Great War Landscapes’, World Archaeology, Vol. 35 (1), (2003), pp.8-9.    
22.  Dyer, p.14.
work of three architects, Herbert Baker (1862-1946), Reginald Blomfield (1856-1942) and Edward Lutyens.  White headstones of Portland stone marked the graves of the British dead - wooden crosses were used at the time of burial, many of which were recovered by bereaved families and erected in places of worship back in Britain. Vera Brittain poignantly recalls her family reclaiming the wooden cross from her brother Edward’s grave in Italy - ‘we could not bear the idea of the battalion’s cross being thrown on some Italian scrapheap…Mother would like to have it put in a church some day…or possibly in his old school chapel…It’s a strange world - where the symbols of people count so much because they’re all one has left’.23 The remembrance altar stone carried Rudyard Kipling’s piece taken from Ecclesiasticus, ‘Their Names Liveth for Evermore’. Compromise came with the acceptance by Lutyens of both a martial and Christian element within the cemetery in the form of Blomfield’s cross inset with a large unsheathed sword. 


Burial of the dead during wartime could be haphazard, particularly in areas still being fought over. Battlefield cemeteries holding groups of dead or solitary graves were often severely damaged or completely destroyed by shellfire, (the burial of soldiers who had succumbed to their wounds in hospital units behind the front line was much more regulated). Many of the dead remained unburied for long periods of time, finally recovered during post-war reconstruction or during later years. By 1920 a formal decision had been made by the Government not to repatriate any of the British and Commonwealth fatalities (unlike the American authorities who gave _________________________

23.  Brittain, Vera, Testament of Youth: An Autobiographical Study of the Years 1900-1925 (London: Virago, 1978, [2nd Edition]), p.522. 
bereaved families a choice), or allow the erection of private memorials. There would also be a uniform headstone for all ranks, and all the fallen would be recorded either in the cemeteries or on memorials to the missing. A space at the bottom of each headstone would be set aside for the next of kin to add a personal inscription if they so wished, but at their own expense. It was believed that this uniformity in gravestone design would be easy to maintain, as well as meeting aesthetic constraints and religious sensitivities. 

Many of the features present in these cemeteries were civil in character and reflected minimalist simplicity, both abstract and, more significantly, ecumenical. This was evident in the gravestone design and the Lutyens stone. Both were seen to conquer over Christian iconography that displeased established Christian institutions and members of the public alike, and would finally lead to compromise. To Jay Winter, Edward Lutyens, through his contribution, ‘went beyond Christian symbols of sacrifice and explored…more elemental (or universal) responses to the terrible loss of life’.24 Geometrical abstraction being preferred to Christian based allegoric and figurative forms, endorsing the fact that men of all religious beliefs and of none fell in the Great War. The stress was on sacrifice and not the victory, the scale of the slaughter precluded any allusion to victory. To Geoff Dyer, the British war cemeteries were generally designed without a specific precedent, but he does identify ‘the culmination and systematic application of developments in civilian cemetery design’.25 Such application had resulted in a long period of development that saw _________________________
24.Winter, p.107. 
25.  Dyer, p.14. 

attitudes to death change from ‘grim reaper’ allegory to peace and eternal rest, conducive to reflection, and not penitence and fear. Countering evidence for ecumenical or even a secular allegory within British war cemeteries is the fact that many of the architectural features found within remain unmistakably Christian in form. Irrespective of Lutyens’s intent, the stone is undoubtedly altar-like. The Cross of Remembrance remains a conventional and recognisable Christian symbol, revised to suit the purposes of commemorating the warriors of a recent conflict. Such inflection of a recognisable symbol was accepted by the public in general and, importantly, by those directly involved in monument construction at a local level. This simplicity of form ensured that Blomfield’s cross would become common property appearing on many village greens and town centres throughout Britain, including the aesthetically pleasing version erected in the centre of Narberth. Both the Cross of Remembrance and the Cenotaph - the specific sites, location and ritual - through exposure to the public were made familiar and acceptable.  

Mosse is clear as to the prominence of Christian symbolism within war cemeteries. He highlights the presence of death and the hope of resurrection emanating from the cross as well as the presence of the chapel of resurrection that replaced the Remembrance Stone feature in some cemeteries (although the Christian cross as a symbolic message remains ambiguous; it could be seen to mean sacrifice or the hope of resurrection). Overall the design enhanced the link between death, sacrifice and the hope of resurrection. But Mosse also draws attention to the presence of uniformity and the influence of nature, claiming ‘Christian symbols and pastoral nature dominated the military cemeteries of all nations, together with the uniformity of graves reminiscent of war time camaraderie’.26 To many these pastoral adornments, whether shrubs and flowers familiar to the English landscape or the use of the poppy as a symbol of life, death and resurrection, had a price to pay, as they were seen to mask the true horrors of war and transfigure the death and destruction of a previous landscape. Mosse refers to the concerns of contemporary commentators such as R.H. Mottram, Vera Brittain and Henry Williamson, over the changing landscape, whether brought on by time or the work of man. Speaking in 1930, Brittain saw it as a conspiracy against the next generation who would forget the horrors of the conflict, exclaiming ‘nature herself conspires with time to cheat our recollections’.27 Despite these concerns, the work of the architects of post-war national memorials and cemeteries such as Lutyens, Baker and Blomfield, along with Rudyard Kipling, established the symbols of post-war British commemoration. All this appeared from the ‘construction of vast cities of the dead’,28 features of which  would become ubiquitous throughout Britain in the immediate post-war years, present in all communities, large and small. An appreciation of the mix of allegory found in the design of British war cemeteries can prove a prerequisite to a study of religious and figurative memorials at a local level.

Expressions of patriotism associated with wartime commemoration were replaced in the post-war period by sentiments that expressed the tragedy of war, and _________________________
26.  Mosse, p.84.
27.  Quoted in Mosse, p.112. 
28.  Bushaway, Bob, ‘Name upon name:  the Great War and Remembrance’ in Roy Porter (ed.), Myths and the English (Cambridge: Cambridge University Press, 1993), p.150.

much of the language used in commemoration acts reflected sadness and bereavement. A reluctance to celebrate victory meant that memorial allegory also took on an ethical and Christian tone, as opposed to a military one. The controversial decision by the Imperial War Graves Commission to replace crosses at cemeteries with headstones resulted in an increased use of the cross and other religious symbols throughout commemoration sites in Britain.29 The cross that originally marked the resting place became highly symbolic and the symbol of the cross became the most common of all memorials in the country. Through a recognised symbol the bereaved were seeking solace in the traditional art of the established religion and the associated messages of hope, resurrection, redemption, suffering and transcendence. Many cross memorials were in fact set away from the local church, and placed in a setting that reflected the community more fully, whilst still preserving the sacred nature of the symbol. The cross was easily understood, and while remaining associated with death and self-sacrifice, the traditional, through a transformation of meaning, was imbued with contemporary relevance and meaning.

The figure of Christ remained the most potent religious symbol, because of the association of his sacrifice and those of fallen soldiers. The most celebrated example is Gilbert Ledward’s Stoneyhurst College memorial; the work juxtaposes Christ with representatives of the infantry, artillery, air force, and navy. Other examples include pieta scenes, New Testament scenes, and numerous stained-glass windows where Christian allegory and contemporary events connect.

_________________________
29.  For a comprehensive history of the Commonwealth War Graves Commission see, Longworth, Philip, The Unending Vigil: The History of the CWGC, 1917-1984 (London: Leo Cooper, 1985). 
Christian iconography, confronted with the enormity of universal bereavement in 1918, may well be judged as inadequate, however Sarah Tarlow believes that ‘in the context of bereavement…Christian religion was particularly effective in providing an understanding of death which gave comfort or expressed people’s experiences’.30 According to Catherine Moriaty, Christian iconography ‘abstracted and sanitized war’.31 It also helped people come to terms with bereavement. For the most part it was generalised even elementary, as it focussed upon sacredness and the honouring of the dead. Most significantly, it was easily understood at a time of shifting sentiments. Despite increasing secularism, religious iconography found an important place, particularly in the immediate post-war years when a more objective view of the conflict was not yet possible.

4.4.3 FIGURATIVE WAR MEMORIALS - NATIONAL EXAMPLES 

In Britain, the figurative sculptures that appeared as part of post-war commemoration displayed all the achievements and qualities of the group. Personal qualities were no longer extolled, the stress had shifted from the particular to the typical. However, many of the classical themes remained and the problems adapting these conventions to a unique set of circumstances resulted in much ambiguity and room for interpretation. The military figures that appeared on national ______________________
30.  Tarlow, Sarah, Bereavement and Commemoration: An Archaeology of Mortality (Oxford: Blackwell, 1999), p.169.
31.  Moriaty, Catherine, ‘Christian Iconography and First World War Memorials’, Imperial War Museum, Review 6, (1992-3), p.73.
monuments such as Charles Jagger’s Royal Artillery memorial at Hyde Park were derived from classical themes. Other examples include Jagger’s Machine Gunners memorial at Portsmouth, and Gilbert Ledward’s Guards memorial at St James’s Park. Throughout Britain, established sculptors such as Albert Toft (1862-1949) and William Goscombe John (1860-1952) hired out their expertise to memorial projects throughout the land; the latter was particularly active throughout west Wales. Interpretation remained the key; for example, was the soldier on guard representing the dead through martial bearing and posture, or those left behind to mourn the fallen?
The soldier monuments that emerged throughout the country during the 1920s, together with the ceremony and ritual that surrounded the unveilings, were imbued with meaning and allegory that evoked positive attitudes about the dead, linked to the need to emulate their deeds - self sacrifice, moral elevation and spiritual achievement, as well as the virtues of comradeship and solidarity in face of danger. Other post-war figurative art suggested a reluctance to celebrate victory. Tarlow identifies in the vertical uprightness of figurative memorials, obelisks and pillars (as opposed to the hopelessness of the horizontal), a ‘metaphor of ascent’ as ‘violence in death was transfigured into dynamic motion’.32 This transformation helped to ‘alleviate the existential anxiety of the survivors, but also to secure the memory of the dead’.33 Much of the imagery that appeared was decidedly unmilitary in countenance, _________________________
32.  Tarlow, p.164.

33.  Tarlow, p.165.
and used representations of peace to convey meaning. Examples of female figures representing peace can be found throughout Britain, including west Wales, most significantly on the seafront at Aberystwyth. Again the issue remains interpretation; were these memorials representing peace through victory, the achievement of the dead through peace, death with honour and peace? Figurative imagery could be interpreted differently, between aggressive militarism, self sacrifice and comradeship, peace; all born out of a need to seek a purpose and try and make sense of the conflict. Political ideals and the activism of different interest groups also played a role, particularly veterans associations. Different experiences and different attitudes to the conflict resulted in a variety of interpretations of commemoration memorials and ritual.  However the yearning for recognisable imagery that would mean familiarity and indeed comfort encouraged, within the commemoration process, a conservative and deferential outlook, but within a strong civic framework that nourished inclusiveness. This framework was built upon mutual respect, cooperation and an obligation to the dead; actions or feelings outside this framework were deemed extreme and inappropriate.  

4.4.4 ‘HIGH EMPIRE’ MEMORIALS
The old battlefields of France and Belgium also witnessed the erection of permanent memorials to the fallen of Britain and her Empire. The most celebrated were the ‘Memorials to the Missing’ at Ypres and on the Somme. The impressive Menin Gate, which along with the Cloth Hall dominates the centre of Ypres, was designed by Reginald Blomfield and holds the names of over 54,000 British and Commonwealth missing on the Ypres salient from 1914 to August 1917. Analysis of the Menin Gate cannot ignore Siegfried Sassoon’s bitterly critical judgment of the Ypres memorial in On Passing the New Menin Gate: ‘Well might the dead who struggled through the slime, ride and deride this sepulchre of crime’.34 Others were less critical; the unveiling in July 1927 attracted thousands of pilgrims, veterans and bereaved families alike. Many sought and found deeper meaning in the memorial and the Last Post ceremony, which is performed each evening to this day. To Lloyd ‘the Last Post ceremony became the focal point of battlefield tourism because it symbolically stopped time’,35 thereby enabling veterans and families to feel that they were somehow in the presence of the fallen of Ypres and at the same time making it known to the dead that they had not been forgotten. One visitor during the 1930s described this experience as ‘the sad plaintive floated softly out of the Gate, the hands of time were turned back for me and the floodgates of memory opened wide.’36  
But it is the Thiepval memorial on the Somme that holds the most intriguing allegorical content. This vast red brick feature still dominates the generally undeveloped countryside to this day. Dedicated to nearly 73,000 British and South African soldiers who perished on the Somme and have no known grave, it also serves as an Anglo-French memorial in recognition that the Somme offensive of 1916 was a joint effort. Again the work of Edward Lutyens, building began in 1928 and the memorial was finally unveiled by the Prince of Wales in 1932. Although visually _________________________
34.  Sassoon, Siegfried, Selected Poems (London: Faber, 1979, [5th Edition]), p.58.
35.  Lloyd, p.127. 
36.  Robb, L.A., ‘Gone the Debris, Gone the Death’, Reveille 7, (January 1934), p.16, quoted in Lloyd, p.127.
 distinct, Jay Winter believes that the Thiepval memorial holds parallels with the Cenotaph - simplicity of form but with a Greek classical outline. He also suggests Lutyens was expressing the cost of war through geometrical form, as the triumphal arch (multiplied) was displayed in an upward progression from small to large. From an area of emptiness to a larger area of emptiness to nothingness that was ‘to create an embodiment of nothingness, an abstract space unique among the memorials of the Great War’.37 Winter does not share the mood of another interpretation of Lutyens work by the architectural historian Vincent Scully. He describes Thiepval as monster or demon-like, ‘a silent scream, a cry of protest against the unimaginable suffering of the Somme’.38 Winter believes that such an interpretation of meaning reflects late twentieth century sensitivities and were not put there by Lutyens, who was generally patriotic and certainly did not hold pacifist views. What is evident is the absence of any Christian symbolism, the design once more abstract and ecumenical. Winter concludes, ‘Thiepval is not a cry against war, but an extraordinary statement in abstract language about mass death and the impossibility of triumphalism’.39 Dyer also highlights the absence of Christian symbolism in what he describes as Thiepval’s ‘High Empire’40 style (although he doubts if such a style truly exists), believing it to be testimony to the ‘superflousness of God’.41 He does contrast what the memorial _________________________
37.  Winter, p.105. 
38.  Scully, Vincent, ‘The Terrible Art of Designing a War Memorial’, New York Times, (14 July 1991), quoted in Winter, pp.105-6.

39.  Winter, p.107.
40.  Dyer, p.126.
41.  Dyer, p.127.

commemorates, ‘the Missing’, against the permanency of the design, it is unmissable. This permanency to earth reflects ‘the deadlocked armies of the war, it stands its ground’.42 

At Vimy Ridge, between the two great battlefields of the Western Front, the Canadian National Memorial dominates the skyline. The figure of a grieving widow, Canada herself, is surrounded by other figures representing honour, faith, justice, hope and peace. The allegory represents the falling away of heroic deeds of patriotism and duty; in their place honour presides but alongside hope and peace, while the true meaning of the sacrifice is underlined by the consequences of war and what took place at Vimy in 1917. Allegory abounds but without military representation. Figures at the base of the monument raise themselves upward, stretching to overcome their grief; their upward gaze is countered by the downward gaze of the female form. Her appeal is not heavenward, but to the ground, residing in grief. Dyer believes the Vimy memorial to be ‘less a memorial to the dead, to the abstract ideal of sacrifice, than to the reality of grief: a memorial not to the Unknown Soldier but to unknown mothers’.43 Designed by Walter Allward, it was unveiled in July 1936 by King Edward VIII, in the presence of a crowd that numbered over one hundred thousand, eight thousand of which were Canadian pilgrims. The site of the memorial, a battle strongly associated with Canadian units, and the Canadian element 
_________________________
42.  Dyer, p.127. 

43.  Dyer, p.114.  

given to proceedings on unveiling day, ‘marked a further stage in the assertion of a separate Canadian identity’.44 
4.5 CONCLUSIONS 

The nineteenth century witnessed a gradual transformation away from the erection of memorials dedicated solely to influential senior officers, to those dedicated to all ranks. By the beginning of the twentieth century, and commemoration of the Second Boer War, memorials were dedicated to all those who had fallen, setting a benchmark for those charged with remembering the Great War dead, not only regarding who should be commemorated, but also memorial type. Pre-war patterns of memorialisation were for the most part followed from 1918, mainly because the organisers of memorials and the associated ritual remained the same, namely civic, religious and business leaders. Before that, pre-war commemoration ritual was adopted to meet the needs of the war effort; as formal acts of remembrance, personal feelings and anxieties over loved ones, were transformed into a public display of support for those at the front. Families were able to respond and participate, to express their anxiety but also underline a strong commitment to the war effort. This adaptation was to continue post-war as the task of erecting more permanent memorials faced communities throughout Britain. 

_________________________

44.  Lloyd, p.205.   

The extent to which the project organisers throughout west Wales recognised and were influenced by the allegory and symbolic meaning discussed above, may be 
difficult to identify and quantify. Not all the different interpretations about the Cenotaph would have been appreciated by local organisers, but many were aware of the popularity surrounding the Whitehall feature, and the consensus of opinion over its appropriateness as a memorial to the fallen. The aim of many projects to somehow emulate the original will become apparent. Religious and Christian symbols, such as the Calvary cross were seen as appropriate, but also recognisable and comforting, even if interpretation of meaning was not clear cut. Figurative memorials could also be open to ambiguity of meaning, but sculptures such as the soldier on guard proved popular because they displayed a positive attitude towards the dead. The memorials to the missing were not in existence in the first half of the 1920s and were not an influence on the early post-war memorial projects at a local level. It is interesting to conjecture about the war memorial landscape in Britain had the memorials to the missing appeared earlier and acted as a precedent for local projects.  It is the task of the following chapters to examine in detail the war memorials that did appear in the towns and villages of west Wales in the immediate post-war years; only then can the influence of national memorials on local commemoration be fully assessed.    
