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Abstract 

 The entry of the United States into World War I signaled a new internationalism for the 
American state. While the idealism of the Wilsonian era was not uniform throughout American 
society, the vision for which he advocated was influential, especially because of Wilson’s direct 
appeals to the American public. Meanwhile, the fighting of the war in faraway Europe was 
destroying a generation of men. Many Americans, including influential political and military 
figures, thought that the war would be an opportunity for heroic soldiers to fight a noble, glorious 
crusade, a perception that had long since given way to war-weariness and cynicism in Europe, 
but the American Expeditionary Force soon confronted the harsh realities of modern war on the 
western front. This thesis is concerned with the memorialization of the war in the United States 
within the scope of both American perceptions of the war and its brutal physicality on the front. 
It analyzes a series of World War I scrapbooks created by Americans with different relationships 
to the war: soldier, Red Cross worker, widow, town archivist. Each of these scrapbooks 
functioned as personal war memorials that commemorated certain aspects of the war, each 
supporting, challenging, and modifying social understandings of what it meant to be an 
American during World War I. This thesis argues that these scrapbooks constituted an act of 
resistance against the bodily anonymity the war wrought and represented a way in which 
Americans made sense of their place in both the United States and the world as the United States 
changed during the World War I period. 
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INTRODUCTION 

When the United States entered World War I, the European war front was distant to many 

Americans. As their country began to emerge from its isolation and took on greater international 

leadership and responsibility, Americans had a new opportunity to step into a larger world and 

somehow affect its course of events. Europe was collapsing from within, but the arrival of the 

United States perhaps signaled a change. 

Some Americans captured their experience in this moment in personal scrapbooks. These 

scrapbooks memorialized, narrated, and framed the events of the war through the individual’s 

eyes. People experienced World War I in different ways, and the scrapbooks from the period 

capture this difference. Despite their variance, they highlight not just the multiplicity of 

experiences during the World War I period but also the numerous stakes Americans had in the 

war ranging from a subscription to Wilsonian idealism to desire to branch out and experience the 

European continent to coping with the personal costs of war. The scrapbooks take these 

understandings of the war and the vast world from which they came and compresses it into its 

own space where their creators mold their own landscapes of war, whatever that meant to them. 

The scrapbooks that this thesis will analyze are those of Frank R. Steed, Einer Smestad, 

Alma A. Clarke, James A. Babbitt, Harriet Pierson, and the Perkasie Tobacco Fund. All of these 

scrapbooks were created by Americans during and after the war, each illuminating different 

aspects of wartime experience. These scrapbooks reflect the experiences of their subjects—often 

but not always the creators themselves—but also serve as personal archives or miniature, 

individual memorials. 

Frank R. Steed served in the American Expeditionary Force helping to accurately record 

the casualties of soldiers. His scrapbook narrates his time traveling rather than his time on the 
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job, telling the story of a man who found significance in his wartime experience from 

sightseeing, cultural immersion, and socializing. 

Einer Smestad served in the 32nd Infantry Division of the American Expeditionary Force 

and fought in France during the last year of the war. His scrapbook presents memories of 

fraternity with his fellow soldiers while revealing an understanding of the war from its actors to 

its effects. He situates his experience within his broader understandings of the war. 

Alma A. Clarke was an auxiliary nurse for the American Red Cross in a hospital for 

American soldiers in France. During her work, she allowed the soldiers she served create their 

own narratives of the war while also asserting her own understandings of the war, particularly 

her belief in the Allied cause and her importance to it. 

James A. Babbitt worked as a Quaker relief worker in a different French hospital. His 

scrapbook presents an array of war photographs that display the war’s technologies, landscapes, 

and military leaders as well as his own experience traveling and working. 

Ward Wright Pierson died on the western front serving in the American Expeditionary 

Force. His widow, Harriet Pierson, created a scrapbook to memorialize him and celebrate his 

honorable life and mourn his tragic death. For her, the war was a site of great loss, which her 

scrapbook emphasizes. 

The Perkasie Tobacco Fund was an organization in the Pennsylvania town of Perkasie 

that sought to create a history of the town’s contribution to the war by commemorating its 

individual servicemen and servicewomen. The resulting scrapbook narrates the town collectively 

going to war, its costs, and the Tobacco Fund’s investment in preserving this history. 

Like a novel, the scrapbook exists not just as an object but as its own place with its own 

internal logics. Even though the scrapbooks that this thesis analyzes are all interested in 
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memorializing the war, they are individual accounts that resist generalization and are usually for 

their creators and not for a wider audience like public war memorials are. Because of their 

uniqueness, they reveal—often with great intimacy—their creator’s experiences, observations, 

worldviews, and feelings about the World War I moment. 

The United States declared war on Germany on April 6, 1917, as a result of tensions 

primarily concerning Germany’s unrestricted submarine warfare campaign, among others.1 The 

United States played a critical role in the late stages of the war, especially in the Meuse-Argonne 

Offensive in late 1918 that contributed to Germany’s agreement to the signing of the Armistice.2 

Americans differed from Europeans in how they saw and participated in the war. First, the 

United States entered the war nearly three years after the United Kingdom, France, and Germany 

did, which made their outlook optimistic and idealistic, especially in comparison to their war-

weary allies.3 Second, the geographic urgency of the war was much greater in Great Britain and 

especially France given their proximity to the fighting.4 While the American public largely came 

to think negatively of the war after the war, this was not because of its immense societal cost that 

was never relieved by victory but rather because of the failure of President Woodrow Wilson’s 

idealism in the aftermath of the war.5 Most starkly, some in the United States argued for going to 

war in the first place as a means of fighting Europe and what it represented rather than just 

Germany, though anti-German sentiment was ubiquitous and intense.6 Critically, the United 

                                                           
1 David Kennedy, Over Here: The First World War and American Society (New York: Oxford University Press, 1980), 
144. 
2 Edward G. Lengel, “Meuse-Argonne: America's bloodiest single battle occurred in the forests and fields of eastern 
France during World War I,” in American Heritage (Summer 2010: 30+). Biography in Context. 
3 Susan D. Moeller, Shooting War: Photography and the American Experience of Combat (New York: Basic Books, 
1989), 94. 
4 Kennedy, Over Here, 138. 
5 Kennedy, Over Here, 357-358. 
6 Kennedy, Over Here, 42. 
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States emerged from the war without experiencing much of the devastation that scarred the 

European powers. 

Consequently, the collective memory and memorialization of the Great War took on a 

different character in the United States. Soon after the fighting ended, war memorials emerged as 

a central aspect of remembering the fallen and coping with the weight of what had just happened. 

The European nations carried out the construction of these memorials with some urgency, 

reflecting the immense cost of the war. These memorials reflected a desire to honor the dead and 

facilitate mourning, though their form and content varied.7 In the United States, many national 

commemorative efforts emphasized the importance of battlefield cemeteries while more 

localized memorials generally emphasized the American infrantryman—the “doughboy”—

emphasizing the physical capability and strength of their subjects.8 American memorials of this 

type more explicitly stressed the activity in combat of the soldiers.9 However, while these 

memorials are significant, they do not include all types of commemorative practices. This thesis 

inserts another type of memorial into this tradition: the World War I scrapbook. 

This thesis analyzes war scrapbooks created during this time. The scrapbooks of Steed, 

Smestad, Clarke, Babbitt, Pierson, and the Perkasie Tobacco fund emerged within this distinctly 

American context. Whereas traditional war memorials were public and sought to capture a 

generalized experience, the World War I scrapbook functioned as a personal archive whose 

audience was much smaller. Despite these differences, this thesis puts these scrapbooks in 

conversation with larger commemorative practices. Scrapbooks function as memorials or 

                                                           
7 Jay Winter, “War Memorials and the Mourning Process,” in Sites of Memory, Sites of Mourning: The Great War in 
European Cultural History (Cambridge: Cambridge University Press, 1995), 115. 
8 Jennifer Wingate, Sculpting Doughboys: Memory, Gender, and Taste in America’s World War I Memorials 
(Burlington [VT]: Ashgate, 2013, 7. 
9 Jennifer Wingate, Sculpting Doughboys, 16. 
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commemorations: they frame the war in deliberate ways that do not represent an objective truth 

but rather a selected memory of what happened, but they nevertheless strive to honor and respect 

their subject matter and do justice to their memory. Scrapbooks are more individual than public 

memorials but have similar functions and purposes. American World War I scrapbooks had 

many similar characteristics to public memorials, especially in their centering of the masculine, 

able-bodied American soldier, but they also placed greater emphasis on a more sentimental 

masculinity, dealt with death and at times bodily dismemberment more honestly, and included 

women more frequently, if unevenly. This thesis argues that these scrapbooks both reinforced 

and challenged social ideas about the war and its relationship to nation, gender, and the body, 

operating within the tradition of official memory but highlighting individual experiences and 

situating them within the greater histories of the war. 

The secondary literature relevant to this topic includes work on wartime and postwar 

American society, work on masculinity and the body in the wartime context, work on official 

memorialization and unofficial memory of the war, and work on the history and artistic form of 

the scrapbook and of World War I photography, as well as the archive at a more theoretical level. 

Finally, more specific works illuminate certain aspects of individual scrapbooks. 

The scholarship of memory is central to this project. The scrapbook is source material 

that is concerned with creating a memory that represents its creator’s conception of reality. 

Informing this idea of memory is scholarship on memorialization and remembrance of the war in 

its aftermath. Susan Grayzel’s work on gendered war monuments and memorials is relevant; she 

argues that several war memorials promoted both the “everyman” status of the soldier and 

gendered experiences of war, with men depicted as soldiers and women as passive civilians.10 

                                                           
10 Susan Grayzel, Women’s Identities at War: Gender, Motherhood, and Politics in Britain and France during the 
First World War. (Chapel Hill: University of North Carolina Press, 1999), 233. 
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Joanna Bourke also discusses memory in the context of the continuity of prewar masculinities 

and argues that many people desired to forget rather than remember the war.11 Jay Winter argues 

that older systems of ritual and memorialization remained strong in the postwar period and 

sought not to reject the war or offer disillusionment but rather embrace tradition as a means of 

coping.12 These arguments illustrate a tension between nostalgia for the past and apprehension 

for the future expressed in gendered terms, thus making memory an important site for the 

construction and re/deconstruction during the period. Jennifer Wingate argues in her study of 

sculpted doughboy memorials in the United States that American memorials of the soldier often 

placed more emphasis on the active soldier (rather than the passive but physically strong soldier) 

than those in Europe did.13 Lastly, Santanu Das and Jessica Meyer’s studies on postwar literature 

and soldiers’ memoirs, respectively, argue that memory was often understood along gendered 

lines, especially in terms of reinforcing or breaking down masculinity in the eyes of soldiers,14 a 

useful frame for understanding scrapbooks as similar sites of memory or construction of the past. 

This debate on memory informs this project's analysis of how or in what terms a scrapbook 

creator might have attempted to remember the war. This is not to say that scrapbooks functioned 

exactly the same as other sites of commemoration or memory like memorials, literature, etc., but 

rather uniquely exist within that tradition. The scrapbook reveals what was significant to its 

creator, so as a memorial it gives a narrative of the past, but one that requires more interpretation. 

 Much of the scholarly debate about masculinity and the war has centered on the question 

of how much the war changed constructs of masculinity for its participants and for the 

                                                           
11 Joanna Bourke, Dismembering the Male: Men’s Bodies, Britain and the Great War (Chicago: University of Chicago 
Press, 1996), 15-16; Emily Mayhew, Wounded: A New History of the Western Front in World War I, (Oxford: Oxford 
University Press, 2013), 22. 
12 Jay Winter, “War Memorials and the Mourning Process,” 115. 
13 Jennifer Wingate, Sculpting Doughboys, 7. 
14 Jessica Meyer, Men of War: Masculinity and the First World War in Britain (Palgrave Macmillan, 2012), 159, 162. 
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belligerent societies as a whole. Central issues in this debate include what constitutes masculinity 

and how it is culturally perpetuated and defined, how the experience of the male soldier 

interacted with preexisting constructs of masculinity, the role of the body and its wartime 

destruction in disrupting masculinity, and how those who experienced the war framed their 

experiences after the fact in gendered terms. Scholars agree that the war destroyed male bodies, 

often rendering them anonymous because of the sheer power of military technology.15 This 

destruction disrupted masculine ideals of strong, physically beautiful, virile soldiers, though the 

extent of this disruption is the topic of some debate, with traditional scholarship arguing that 

disillusionment and cynicism in the postwar moment undermined traditional physical 

masculinity with scholars like Joanna Bourke pushing back and arguing that many men found 

solace and continuity in ideals of heroic masculinity.16 Nevertheless, the destruction of the male 

body is central to any work on masculinity dealing with the body. Other masculinities besides the 

physical existed: many World War I gender scholars, including Joanna Bourke, Kevin White, 

Jon Pendergast, and Jessica Meyer, have argued that in both British and American contexts, 

masculinity had sentimental and domestic aspects that both required men to be emotionally 

astute to familial, married life and normalized affection and bonding between men. These 

understandings of masculinity underpin areas of gendered analysis in this thesis. 

The scholarship on scrapbooks and photography is crucial for contextualizing this 

project’s source material and deepening its analysis, and it connects with themes of memory and 

remembrance. With respect to scrapbooks themselves, scholars have identified their purpose as 

personal archives that capture the vision of their creators. Ellen Gruber Garvey calls the 

                                                           
15 Bourke, Dismembering the Male, 5-7. 
16 Bourke, Dismembering the Male, 19. 
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scrapbook a “private museum”17 while Jessica Helfand describes them as “ephemeral 

portraits.”18 Garvey in particular emphasizes the archival nature of the scrapbook and draws 

attention to the deliberate way in which scrapbooks are constructed and how this construction 

produces knowledge the way a formal, impersonal archive does. Discussions of the power of the 

creator in creating meaning also tie into theory about the historical archive as a space of 

controlled, exclusive knowledge that itself promotes certain narratives and interpretations.19 This 

theory informs this project’s analysis on scrapbooks, as the scrapbooks’ creators make the same 

decisions in crafting their scrapbooks, assigning importance to certain objects or narratives based 

on what scraps they select. Meanwhile, scholars of First World War photography have stressed 

governmental control and censorship of the press and conversely the candor of amateur 

photography.20 The censorship of photographs of dead or wounded American soldiers is 

especially notable and helps to explain why these images are largely absent in the scrapbooks.21 

This framework for understanding scrapbooks if crucial for informing this project’s primary 

source analysis. 

 Finally, work on the relationship between the United States and World War I grounds this 

thesis’s understandings of the scrapbook creators’ conceptions of their times. David Kennedy’s 

study on this topic, Over Here, is especially instructive in providing context for the society in 

which these scrapbook were made, especially with respect to perceptions of the war and the 

United States’ place in it. The themes most instructive for this thesis include the United States 

blossoming as an international force and Americans stepping into the world, the idealism of the 

                                                           
17 Ellen Gruber Garvey, Writing with Scissors: American Scrapbooks from the Civil War to the Harlem Renaissance 
(London: Oxford University Press, 2012), 207. 
18 Jessica Helfand, Scrapbooks: An American History (New Haven: Yale University Press, 2008), xvi. 
19 Anjali Arondekar, et al., "Queering Archives: A Roundtable Discussion," in Radical History Review 122 (2015). 
20 Jane Carmichael, First World War Photographers (London: Routledge, 1989), 151. 
21 Susan D. Moeller, Shooting War, 8. 
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American war effort as attempting to use the war to reshape a better world, and the decisive (if 

somewhat inconsistent) presence of the United States in winning the war on the western front. 

This thesis puts these categories of scholarship in conversation with one another, asking 

how people used the scrapbook’s role as a memorial document centered on the individual to 

promote understandings of the war’s memory and history. Each scrapbook emphasizes certain 

aspects of the war differently, with some emphasizing the wonder of Europe, the fraternal 

positivity of the wartime experience, and hope for the future and others stressing the personal 

and societal toll of the war. No matter the scrapbook, each presents the war as an individual 

affair, impacted but not defined by the nature of industrialized killing on the western front. 

 

I. SCRAPBOOKS AS MATERIAL AND EVIDENCE 

 A. Overview of Scrapbooks 

 Einer Smestad’s World War I scrapbook begins its story on its front cover, where the 

faded title “MY MEMORY BOOK” hides in the top left corner. Inside, the material appears as 

advertised: photographs of travel, of himself and his fellow-infantrymen, and of the landscapes 

and technologies of war fill the scrapbook’s 92 pages, 59 of them front-and-back, creating a lush 

visual display of the war through Smestad’s eyes. The volume of material, rarely crammed but 

almost always occupying most of the surface of each wide black page, conveys a comprehensive 

account of Smestad’s wartime experience. Like many World War I scrapbooks, it presents a 

compelling visual and material account of a violent, destructive, sensually overwhelming war 

while also including personalized displays of himself and his friends. It is a powerful mixture of 

personal portraits and the context in which he had been called to duty.22 This is the power of the 

                                                           
22 Einer Smestad, Scrapbook of Einer Smestad, WWI Infantryman, Great War Collection, Digital Library@Villanova 
University, http://digital.library.villanova.edu/Item/vudl:392606. 
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scrapbook: it feels like an authoritative first-hand account, full of rich material that captures the 

wartime moment in the eyes of its creator. 

 The strength of the visual imagery can make the reader oblivious to each scrapbook’s 

ambiguities, especially the unseen choices of the scrapbook’s creator. Smestad frames his 

scrapbook as his memory book, but the selectivity of his memory is evident. He does not ignore 

death, but it only appears in a couple of scattered photographs of cemeteries, making death 

present only by proxy as a memorial within the larger memorial of the scrapbook. Smestad 

acknowledges but deemphasizes death, making clear that his scrapbook is a celebration of 

moments of life rather than remembrances of death. Soldiers and their weaponry appear in 

abundance, but the lives they took largely disappear. Smestad includes official photographs of 

Kaiser Wilhelm II and German military leadership that he did not take or even witness, creating 

a sharp contrast with the individuality, intimacy, and warmth of his personal photographs. The 

presence of these leaders suggests that Smestad viewed himself within an understanding of the 

war as transcending personal experience and becoming an actor on the international stage. Even 

so, the story he tells is ambiguous: his memory book is full of life, but the scrapbook’s narrative 

is unclear or contradictory when the contents are made whole.23 

Before proceeding to analyze scrapbooks as a genre, it is critical to clarify that they are 

not united in their purpose. The relationship that the scrapbook’s creator had with the war 

profoundly influenced what materials appear in an individual scrapbook. One common category 

of World War I scrapbooks is the serviceman scrapbook like that of Einer Smestad. These 

scrapbooks are documentary in nature, depicting sights of war and its surroundings. They 

emphasize what was memorable about their creator’s time abroad, though what exactly 

                                                           
23 Smestad, Scrapbook of Einer Smestad. 
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constituted memorable depended largely on the nature of the individual’s service. Relief workers 

also created scrapbooks, which resemble a tourist’s look at the war, though they share elements 

with soldier scrapbooks like numerous photographs of soldiers and war imagery and a personal 

memorializing project regarding their relief work. Finally, there are memorial scrapbooks. These 

scrapbooks focus not on memorializing a time of life or a series of events but on a person or 

multiple people who died fighting in the war, depending on the individual scrapbook. These 

scrapbooks have many of the same material qualities and contents of soldier and relief worker 

scrapbooks, but they are heavier and more focused in their purpose as a result of dealing directly 

with death, consequently removing many of the trivialities and idiosyncrasies that show up in 

other scrapbooks. The characteristics of each category of scrapbook will be expanded on in much 

greater depth in their subsequent sections, but it is important to clarify that World War I 

scrapbooks comprise a broad category that includes texts with fundamental differences. Even 

within finer categories, scrapbooks vary to the degree that generalizing them is impossible. The 

difference epitomizes the genre. 

 To understand how World War I scrapbooks narrative themselves, it is essential to 

examine their contents and societal context, no matter their purpose. As a genre or medium, 

scrapbooks consist of ephemeral objects like newspaper clippings, travel tickets, illustrations, 

and photographs. In the case of World War I scrapbooks, more specific scraps that appear 

include official orders for soldiers, tourist materials, official war photography produced by a 

governmental or military body, postcards, and death certificates. Unsurprisingly, World War I 

scrapbooks contain similar objects that another contemporary personal scrapbook might have, 

but they are more specific to the wartime period and to the intentions of the scrapbook’s creator. 

American nurse Alma A. Clarke’s scrapbook, depicting her time serving in France, exemplifies 
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the variety of materials that are present in almost all World War I scrapbooks. She includes 

mainstays of most war scrapbooks, namely personal photographs, postcards, and newspaper 

clippings, often labelled on the page or the materials themselves in her own handwriting. Like 

each scrapbook, Clarke’s has uncommon pieces of ephemera like air raid instructions, a blood 

donor certificate from the American Red Cross, and a series of personal illustrations that Clarke 

intermixes with more standard items.24 In short, the scrapbook is a sum of parts—scraps—each 

giving a hint about a moment in time whose importance perhaps only the scrapbook’s creator can 

ever fully grasp. 

 Together, these images create an effect of collage. Collage is the fusion of disparate 

elements on one page that, put in conversation with one another, produce meaning.25 

Scrapbooks’ contents do not exist in a vacuum but instead exist in intimate relation to each other. 

Much like Cubist or Dadaist art from the period, collage often created and conveyed meaning in 

scrapbooks. The collage effect allowed material to reinforce each other or show a series of 

similar images for visual effect. Conversely, collages can put material that does not appear to 

have anything in common or is contradictory—tonally, substantively, or otherwise—which 

creates an ambiguous meaning. War scrapbooks fused images of life and death or wholeness and 

destruction, creating collages that resist overarching narratives or clear-cut meanings. Some 

scrapbooks used collage more than others while some individual scrapbooks vary their usage of 

collage. The back of Smestad’s scrapbook contains pages with a single image with the backs of 

pages unused, while the front of his scrapbook is overloaded with images that snugly share the 

                                                           
24 Alma A. Clarke, English WWI Scrapbook, 1927, Bryn Mawr Special Collections, 
http://triptych.brynmawr.edu/cdm/compoundobject/collection/almaclarke/id/178. 
25 Susan Tucker, Katherine Ott, and Patricia Buckler, The Scrapbook in American Life (Philadelphia: Temple 
University Press, 2006), 17. 
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page.26 It is possible that this was to save room for material that Smestad never put into the book. 

It is unclear why his scrapbook took such an uneven form, but it nevertheless points to the 

idiosyncratic nature of scrapbooks. In any case, collage is a foundational element of most World 

War I scrapbooks in some form or another and often achieves powerful results. The scrapbook of 

war widow Harriet Pierson opens with a poem, a photograph of her deceased husband, and a 

handwritten dedication: 

 

Figure 1.1 

The inscription reads: “Henceforth I travel alone, yet I shall not be solitary since thy sweet 

memory goeth beside me.”27 Pierson combines these words and the poem alongside the 

                                                           
26 Smestad, Scrapbook of Einer Smestad. 
27 Harriet Pierson, Harriet Pierson Scrapbook v.1, Pierson Family Papers, Historical Society of Pennsylvania, 
http://digitallibrary.hsp.org/index.php/Detail/Object/Show/object_id/11293. 
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photograph to create a moving dedication. This type of collage is central to the creation of 

meaning in scrapbooks. As suggested above, like Smestad and Pierson, Alma A. Clarke creates a 

similar collage effect on many of her pages like her collection of Christmas cards from the Red 

Cross, neatly organized in two rows and three columns of six pieces of ephemera.28 No matter 

the scrapbook’s creator, they write a visual script depicting an event in their own vision; collage 

is the primary tool for creating these meanings and threading together narratives and making 

memories whole. 

 

 B. Analysis of Scrapbooks 

 The possibilities that come with this visual form are plentiful but have consequences for 

interpreting scrapbooks’ meanings. The scrapbook is an inherently open-ended medium that can 

be constructed by its creator in infinite ways, making the choices of both content and 

organization significant in that they reflect their creator’s vision—perhaps even a subconscious 

one—very closely. World War I scrapbooks also act as archives and sites of memory or 

memorial, even if they are for personal consumption only. As scrapbook historian Ellen Gruber 

Garvey argues, the scrapbook’s personal archival project mirrors more formal historical archives 

in how they control knowledge: a scrapbook’s creator is making knowledge accessible by 

compiling it in one place, they are also framing the knowledge they present in a way that 

promotes certain narratives or interpretations.29 Even if a scrapbook was intended only for its 

creator, it promoted interpretations of the material. Pierson wanted a tribute to her fallen 

                                                           
28 Clarke, English WWI Scrapbook. 
29 Ellen Gruber Garvey, Writing with Scissors: American Scrapbooks from the Civil War to the Harlem Renaissance 
(London: Oxford University Press, 2012), 208. 
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husband, so the scrapbook reflects that, but it does not necessarily reflect any truth other than the 

fact that she wanted to make a scrapbook about him. 

 This narrative power that scrapbook creators wield makes scrapbooks, then, act as sites of 

constructed memory. They are limited in their ability to provide insight into minutiae like the 

troop movements at Passchendaele or even to portray a soldier’s wartime experience, but their 

nature as a source makes them ideal for analyzing how a scrapbook’s creator wanted to 

remember the war or some aspect of it. Smestad’s inclusion of the Kaiser, for example, 

introduces a historical figure outside the frame of his own memories, so it suggests that Smestad 

felt that the war encapsulated more than just his own experiences and that his experiences took 

place within the broader American project of fighting Germany. Scrapbooks are naturally visual 

and even artistic, but they are just as fundamentally memorial and narrative. The ability the 

creator has to piece together scraps and create a coherent whole allow the scrapbook’s form and 

function to converge. Smestad’s scrapbook, then, is not merely a collection of war scraps but 

rather a personal account of the war, however elusive a coherent interpretation may seem. The 

presence of the Kaiser Wilhelm II in the scrapbook, for example, does not accurately reflect his 

memories, but it does reflect that he viewed the Kaiser as an important figure and Germany as 

the relevant enemy. His presence in the scrapbook, then, suggests that the protagonists of 

Smestad’s story—himself and his fellow-infantrymen, naturally—were pitted against a German 

enemy, and Smestad saw his participation in the war along those lines. 

 In the context of World War I, the scrapbook’s project of remembering past events takes 

place within the context of a war whose very nature is contrary to the appeal of the scrapbook. 

Where the scrapbook is an individual endeavor, the First World War was brutally anonymous 

both because in the scale of death and in the nature of death: the casualties were indeed 
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enormous, but the technology of the war was strong enough to render its victims unidentifiable. 

These industrialized killings made the men who fought the war as anonymous in death as they 

were in life.30 Creating a scrapbook constituted an act of resistance against the anonymity of the 

war. The photography of scrapbooks especially restored personhood to its subjects by 

emphasizing the individual and framing or controlling their portrayal. Scrapbooks created by 

soldiers most emphasized the personal and the individual, including photographs of their creators 

as well as their fellow soldiers. Einer Smestad begins his memory book with several consecutive 

pages of photographs of himself and his fellow soldiers, including this combination of two group 

photographs: 

 

Figure 1.2 

This page follows and is followed by pictures of the individual soldiers in both photographs, 

which forms a collage of people and of life rather than grim anonymity. Unlike other 

photographs in Smestad’s scrapbook, these are unlabeled, as if their stories were already clear.31 

Again, the scale of death and societal destruction of the war is not evident in these more personal 

                                                           
30 Bourke, Dismembering the Male, 31-33. 
31 Smestad, Scrapbook of Einer Smestad. 
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moments, as if these realities were either too jarring to be recognized or that they perhaps were 

not central to his conception of the war. It is significant that all of the scrapbooks this thesis 

analyzes do not portray the war on such a mass scale regardless of category. They instead focus 

on individuals, whether the center of focus is the scrapbook creator or someone or something 

else (as with Harriet Pierson’s). While this attribute can be partially explained by the difficulty of 

visually capturing the scale of the war, the absence of meta-commentary on the war—or the 

war’s vast societal consequences—is notable. Finally, individuals creating these documents and 

making their own histories and memorials is itself an assertion of individuality and agency in a 

war that often highlighted their powerlessness as it rendered individual autonomy obsolete. 

The scrapbook and the war were dissimilar not only in their relationship to the individual 

but also in their relationship to the totality of their parts. The process of creating a scrapbook 

means taking fragments and creating a coherent whole. World War I effectively did the opposite, 

making fragmentary what was once whole: people, families, buildings, cities, countries. 

Fundamental to the war’s nature as a historical event is its dismembering function, especially 

with respect to the body. If the war dismembered, war scrapbooks both remembered and “re-

membered”: the scrapbook creators are not only creating a coherent narrative out of an 

incoherent event but are also re-creating a whole out of something that had been torn apart. To 

memorialize World War I in scrapbook form is thus an inherently restorative act. The 

dismembering of the male body is a primary legacy of the First World War, making the aspect of 

bodily dis/re-memberment especially significant in the context of the scrapbook. In simple terms, 

the war took bodies apart, and scrapbooks put them back together. Harriet Pierson’s scrapbook 

memorializing the fallen Ward Wright Pierson is significant not just in its explicit narrative of 

honoring his life but in its implicit claim that he is a single entity. At some point between their 
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last meeting and Harriet’s creation of the scrapbook, Ward Wright Pierson was “struck by 

fragments of a highly explosive shell and was almost instantly killed,”32 as the Pierson scrapbook 

describes. The scrapbook acknowledges his tragically meaningless bodily demise but only 

visualizes him as the whole being he was before his death. The technology of modern weaponry 

took him apart; the technology of photography put him back together. Despite destruction only 

being acknowledged for explanatory purposes in this scrapbook, it is one of the most honest 

inclusions of the specter of death and dismemberment in any World War I scrapbook covered in 

this thesis. While Pierson’s scrapbook was almost inevitably reconstructive given its purpose, its 

purpose is precisely the point—the scrapbook’s presentation of an able-bodied Ward underpins 

its primary project of memorializing, even if this more uplifting portrayal isn’t particularly 

surprising. Fragmented by the war, the scrapbook scrapes men back together, in loving memory. 

These understandings of the role of the scrapbook inform deeper analysis of individual 

scrapbooks. The next three sections of this thesis (divided into categories of serviceman, relief 

worker, and memorial scrapbooks) will apply these understandings of the scrapbook to analyze 

what each scrapbook’s individual story is telling and how each creator used the form of the 

scrapbook to tell a specific story of the war. With these understandings of what the scrapbook 

consists of and how it narratively functions, this thesis will proceed to discuss how these 

scrapbooks reflect distinct memories of the war that are individual but also reflect the 

worldviews, assumptions, and priorities of their creators, especially through the lenses of the 

American involvement in World War I and of masculinity and the body, environment, 

technology, and memory itself. The war meant different things to the different scrapbook 

creators, but they all assert their place within the wider American project in the war. 

                                                           
32 Pierson, Harriet Pierson Scrapbook. 
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II. SCRAPBOOKS OF SERVICEMEN 

 A. Frank R. Steed’s Tourist Adventure 

 American serviceman Frank R. Steed narrates his World War I experience as a travel 

itinerary. Starting in July of 1918, He worked in the American Expeditionary Force’s Casualty 

Division, a post that involved, as his scrapbook briefly details, recording the casualties of the 

American Expeditionary Force as they contributed to the costly Allied war effort. His scrapbook 

features a collection of tickets, opera programs, military orders, postcards, and photographs of 

the places he saw and people he met while abroad. The sum of his memories and experiences 

exudes the happiness and energy of a man who lived to enjoy France and Belgium as a tourist 

after the war and after being discharged from duty.33 His scrapbook reflects the internationalism 

of the wartime and postwar moments as the United States and its citizens entered the world stage 

and the opportunity for international tourism that the war represented. 

 Steed’s scrapbook frantically rushes from one destination to the next just as he did. It 

begins at the end of his trip rather than the beginning and for the most part travels backward, 

though the scrapbook often interrupts or intermixes its own chronology. Steed brings about this 

structure in the form of labeling and dating many of the pictures that flood his scrapbook, but the 

scraps themselves often narrate Steed’s timeframe in the form of tickets and receipts. On one 

page, Steed pastes a hotel receipt and a train ticket: 

                                                           
33 Frank R. Steed, Manuscript Journals of Frank R. Steed, US Soldier in WWI France, 1918-1919, v.1, Great War 
Collection, Digital Library@Villanova University, digital.library.villanova.edu/Item/vudl:285646. All figures in this 
section are taken from this scrapbook. 
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Figure 2.1 

Steed includes a caption stating that the ticket was for a November 6, 1919 trip from Paris to 

Brest. Since many of the other pages show what he did in those cities, the tickets temporally 

structure the scrapbook. The hotel receipt serves the same purpose of structuring his travels, 

which started in the summer of 1919 and included stops in Paris, Bourges, Bruges, Brussels, 

Antwerp, Ghent, Brest, and ended with his return to the United States in New York City that 

November. He was a busy man. 

 With these temporal and logistical ephemera underpinning the scrapbook, Steed narrates 

his time in Europe with more tourist scraps. An array of tourist items scatter across the pages. 

One page has a YMCA tourist guide for Brussels, while others have maps like this one of 

Bruges:  
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Figure 2.2 

Steed captions the map by giving its date (October) and stating that he acquired it at the tourist 

office in the city. He also mentions that the faded blue lines, barely visible on the map, denote 

the route he took when traveling the city. The map serves not just as a token of his time in 

Bruges but also as a site in which Steed or some other reader might be able to (re)trace his path 

as it happened during his actual time there. The implication of its presence is that the trip was 

something worth remembering, if only for lighthearted remembrance. Besides his self-

identification as a tourist, Steed also includes ephemera depicting what he ended up doing 

besides collecting tickets and travel guides. The activity that dominated his time in multiple 

cities, at least according to his scrapbook, is going to the theater and the opera. His scrapbook 

includes eight different programs, including all of their pages: 
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Figure 2.3 

The volume of these programs suggests that Steed’s favorite or most frequent leisure activity as a 

tourist was taking in the cultural productions of France and Belgium. Finally, Steed includes 

some small snippets of restaurant menus from places he ate at during his travels. The wealth of 

these tourist materials suggests that Steed viewed his time in Europe as a chance to take in a new 

place, a breaking of the American isolationist mold that the war represented. The war was an 

opportunity to take in the cultural splendor of western Europe, for the new world to reunite with 

the old. Steed’s mission was not to save or enlighten Europe in the tradition of Wilsonian 

idealism but to appreciate its rich cultural traditions and to document those travels. His 

experience centered on his own enjoyment rather than grander ideals. 

 Despite the strong presence of logistical and cultural ephemera, the central type of scrap 

that Steed uses to narrate his book is the photograph. Many of the photographs he took or were 

taken of him match the rest of the scrapbook’s tourism focus and further cement the locations he 

was able to visit as central to his wartime experience and memory. Steed visited several tourist 

destinations during his time in France especially and he recreates these times in his scrapbook. 
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He includes photographs of the opera house, a few cathedrals, Tuileries Palace, Versailles, 

Napoleon’s tomb and other man-made monuments or cityscape. The page with a photograph of 

Steed’s friend in front of the Tuileries Palace shows, at the bottom of one page, a picture taken 

from the Eiffel Tower showing a bird’s-eye view of Paris: 

 

Figure 2.4 

Steed also photographed more natural landscapes or scenes with more greenspace and puts them 

in the final sections of his scrapbook. One such page displays a waterfront and a garden: 

 

Figure 2.5 
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In these parts, Steed’s scrapbook resembles a photographic documentary of his activities while 

abroad. Not unlike a photo album or travel log with photographs of a vacation, Steed presents his 

time abroad in the terms of the sights that captivated him and were memorable enough to collect 

into a scrapbook. In other words, Steed frames his experience abroad by what he did, what he 

saw, and what he photographed during his free time rather than his service. In doing so, Steed 

creates a pristine European space within his scrapbook. Paris and its surroundings are quaint and 

peaceful, almost still. This depiction frames Europe as a place for his consumption as an 

American tourist. 

 Yet there is something disquieting about these photographs. Steed’s visual 

representations of Paris, while stunning, ignore the fact that the Paris Peace Conference was 

taking place during nearly all of 1919, which included his time there.34 The absence of this or 

any other historical context—including the destruction in Belgium caused by the German 

invasion and occupation—gives the impression that the places he documents are a mere 

collection of skylines and tourist attractions. Here, the invisibility of the precarious postwar 

moment in both France and Belgium undercuts the seeming neutrality of both the photographs 

and the scrapbook. It is unlikely that Steed failed to notice evidence of the war around him, but 

he excludes this material from his scrapbook. It is possible that Steed had negative associations 

with the death of the war as a result of his grim work and thus chose to exclude it in order to 

keep his scrapbook more upbeat, reflecting a desire to represent a Wilsonian aspiration of 

European peace. Perhaps the most likely reason for the absence of starker war imagery is that it 

simply was not important to Steed. While he worked with death, his scrapbook reveals an 

immense volume of travels which were memorable and enjoyable. This too was a reality of the 

                                                           
34 Kennedy, Over Here, 357. 
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wartime experience for tourists like Steed. As a result, the harsher events and realities of the war 

were tangential to his personal story. For Steed, the war is about him and his travels and, in 

ignoring the war, he asserts the personal significance of the war as a sightseeing vacation. 

 Photographs of Steed himself and people he met while abroad also fill the pages of the 

scrapbook. The scrapbook begins with several photographs of French women and a French 

family who Steed associated with in some way while abroad. One woman in particular appears 

throughout the scrapbook, who Steed rather comically introduces very early on: 

 

Figure 2.6 

As the captions state, the woman is Gladys Nunen, also known as “Sarge,” almost certainly a 

commentary on what one might speculate to be her commandeering nature as a woman. Steed 

sits to her right, photographed by Nunen “while on a hike along the beach.” It is unclear what 

Nunen’s relation to Steed was, but whether she was a friend or lover, she was significant enough 

to Steed to show up at times throughout the book, with one of the postcards being identified as 
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being sent by “the Sarge.” Below one photograph of himself taken by Nunen, Steed humorously 

captions it, “Trying to obey the command, ‘look pleasant, please,’” playing with the likely 

origins of the “Sarge” moniker. Steed also includes photographs of her with her family, which 

are labeled on the back by one of the women as coming from “your French friends.” While the 

relationships are ambiguous to an outside reader, it is likely that Steed was also documenting 

relationships that were significant to him from his time abroad. He also includes some 

photographs of his comrades, especially aboard the ship heading home: 

   

Figure 2.7 

To the left, Steed stands with a friend and actual sergeant, identified as Sergeant Major Mitchell, 

while the photograph to the right shows Steed and another comrade, Harmon, photographing 

each other aboard the ship. On these pages, Steed captures moments of a tender masculine 

bonding similar to the friendships he shows with women. Again, Steed is documenting positive 

memories about the people he met abroad, even in this rare moment where he is acknowledging 

the presence of the war. His wartime experience remains a collection of fond memories. The fact 
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that Steed and his friends photographed each other in these moments signifies the degree to 

which the trip was a site of collecting fond memories of times abroad. 

 But World War I was not a vacation. Steed’s scrapbook is an aggregation of good feeling 

or even nostalgia, a reliving of old times and travels, a monument to good times. The war itself is 

largely absent, as if it was a faint memory. The final major category of scraps that appear in 

Steed’s scrapbook is official documentation from the military. Steed includes notices of being 

promoted and released from duty, among other things, which frame his time occupationally. 

These documents are predictably banal military documents describing Steed’s work or the 

employment process: 

                              

Figure 2.8 

Visually, they are bland, but Steed scatters them about his scrapbook that is otherwise full of life. 

They constitute most of the scarce evidence that Steed arrived abroad one month before the war 

ended and that he was there as a part of the Casualty Division of the American Expeditionary 

Force. His job was to deal with death, or even viewed in more optimistic terms, his job and his 

reason for being abroad in the first place were inseparable from the war, even in its final stages. 
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He includes just a few newspaper clippings which include news about war, but it is the distant 

Russian Civil War to which they refer. 

 The war is essentially a backdrop to Steed’s experience as he memorializes it. He 

includes the war in only tangential terms—to which the content of his scrapbook being largely 

from 1919, months after the armistice, attests. The only place in the scrapbook where the war 

appears in a visually striking way is on a page at the beginning of the scrapbook showing a 

couple of tanks, one German (captured) and one French, sitting casually about: 

 

Figure 2.9 

Yet even here, the tank exists as more of a photo opportunity no different from Versailles or 

Tuileries Palace. Frank R. Steed presents his World War I memories in a different world from 

the death of the war. These detached memories reflect the ability of Steed as an American tourist 

to view the war as someone or somewhere else’s problem. Despite his participation and some 

mild documentation of it, he is more interested in treating France and Belgium—the major 
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battlefield of the Great War—as sightseeing destinations. As an American tourist coming from 

an ocean away, Steed could experience and remember Europe as a place detached from its Great 

War, and his scrapbook reflects this view of Europe as primarily a destination or something to be 

experienced and then left behind.  

 Steed’s World War I scrapbook memorializes his wartime experience as one that was fun 

and eventful. While hardly separated from the reality of the war given his occupation, Steed 

focuses on a fantastic vacation. This is not to say that his scrapbook is insincere; to the contrary, 

it is likely that Steed really did remember his time abroad fondly in large part because he was 

able to separate it from the harshness of the war from his home in the distant United States. Steed 

does not capture the war’s societal or human cost, but his scrapbook reflects the ability of some 

American tourists to witness it from a distance—even within the American Expeditionary Force. 

For Steed, the war represented a chance to take in a different world free of the anxieties of the 

postwar moment. His case exemplifies the multiplicity of wartime experiences and the 

nonmilitary mental frameworks through which some Americans saw the war. 

 

 B. Einer Smestad’s Intimate Memories and Distant “Memories” 

 If Frank R. Steed’s scrapbook looks back fondly on good times in Western Europe with 

just a dose of the First World War, American infantryman Einer Smestad’s World War I 

scrapbook tackles its subject matter directly and vigorously. Given Smestad’s status as a soldier 

facing combat, the war is not the backdrop but the subject, and its presence guides his “Memory 

Book” through its pages. Despite its straightforward topic, the scrapbook becomes ambiguous as 

photographs that were not in fact Smestad’s memories enter the book. His mixing of personal 

scraps with official photographs and narratives creates a tension throughout the book that makes 
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unclear who is narrating the story and what the story actually is. In telling these dual stories, 

Smestad reveals his view of the war as a site of fond times with comrades while also expressing 

an awareness of the greater conflict and world that his experience inhabited. In doing so, 

Smestad memorializes the war with distinctive constructions of nationality, masculinity, 

technology, and landscape, but in an individual and vibrant way.35 

 Smestad’s scrapbook is more structured than Steed’s. The first part of the scrapbook 

establishes its creator in personal terms, showing his hometown church in Stoughton, Wisconsin: 

 

Figure 2.10 

The next page quickly paces to the war material, with photographs of the Statue of Liberty and 

the Stoughton Service Roll placed gently next to one another. Soon after, Smestad allows his 

scrapbook to home in on himself by placing two photographs of himself next to each other, 

separated only by a red arrow: 

                                                           
35 Smestad, Scrapbook of Einer Smestad. All figures in this section are taken from this scrapbook. 
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Figure 2.11 

The red arrow is a reference to the Red Arrow Division—the 32nd Infantry Division of the 

American Expeditionary Force—in which he served. The Red Arrow Division was famously the 

first Allied division to pierce the Hindenburg line and earned the nickname of “Les Terribles” 

from the French,36 so Smestad was proud of serving in it.  Smestad begins his scrapbook in these 

simple terms, situating himself within a framework of larger entities: faith, American nationalism 

or pride in significantly contributing to its war effort, and among his fellow servicemen from 

Wisconsin. Nevertheless, he presents himself as a proud and capable soldier. 

 The pages that follow establish some of Smestad’s fellow soldiers as notable people. 

Identified just pages into the book by name as a caption to a group photograph, each of the men 

has his own individual page similar to the one Smestad gave to himself. There are also group 

                                                           
36 “World War I: 32ed Infantry Division,” Michigan Department of Military and Veterans Affairs, accessed April 20, 
2016, http://web.archive.org/web/20081228151514/http://www.michigan.gov/dmva/0,1607,7-126-
2360_3003_3009-17110--,00.html. 
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photographs, and it is these photographs that begin to narrate Smestad’s wartime experience 

more vividly. Each of these photographs shows the men sharing moments of male bonding and 

fraternity that one might assume to be a part of a masculine wartime experience—and which 

were popularly understood within American culture at the time37—but that Smestad puts on the 

page and makes real: 

 

Figure 2.12 

These photographs tell the story of an intimacy between men fighting with one another. Both 

photographs are tender, each centered by one man on another man’s lap. The photograph on the 

left is especially intimate, with the men in the front laughing and sharing a moment of soft 

physical touch. The men are smiling and enjoying the moment, obviously not regretting taking 

the time to pose for some pictures together. Smestad understood his experience within American 

                                                           
37 Kennedy, Over Here, 178-179. 
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conceptions of the war promoting fraternal and bodily masculinity.38 His scrapbook depicts a 

fraternal, vibrant masculinity that Smestad commemorates here with fondness or perhaps even 

the feelings glued to the faces of the men in the photographs. In other words, for Smestad the war 

succeeded in its mission of facilitating male bonding, and his scrapbook reflects this perception. 

 After these deeply personal pages in which a history of friendship cozily dots the 

scrapbook, the book’s content and tone begin to shift from the personal to the impersonal. For 

the next several pages, Smestad creates a collage of the impressive technology of war and 

evidence of its destructive power in the form of destroyed buildings, desolate landscapes, and 

trenches. The presence and power of technology is a major motif in this part of the scrapbook, 

which is especially apparent in the pages dedicated to photographs of tanks: 

 

Figure 2.13 

                                                           
38 Kennedy, Over Here, 178-179. 
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These photographs of tanks, along with a few of naval vessels, suggest an awareness of, if not a 

fascination with, the new technology of modern war. Whatever the reason for their inclusion, 

their presence is hard to miss and narrates an understanding of the war as technologically 

involved. Their inclusion so soon after Smestad’s personal photographs suggests that they left an 

equally vivid impression on him as he experienced the war such that he felt compelled to include 

them in the narrative. Finally, the collage of infantrymen and tanks suggests that both carried out 

the war in important ways, as the tanks get what might be called their own portraits. Smestad 

acknowledges the increasing importance of modern weapons; the collage equalizes the roles of 

the soldiers and the technology of at least suggests that, while Smestad understood himself 

within the success of the Red Arrow Division and possibly even within American conceptions of 

the heroic soldier, war was not a strictly human endeavor. 

Smestad offers an honest depiction of the destructive capacity of these weapons. He has a 

few pages that show the uglier effects of war. He dedicates two pages to photographs of a French 

church that had been destroyed earlier in the war, showing both its crumbling exterior and 

chaotic interior. As for the landscape itself, Smestad does not hesitate to include desolate images: 

 

Figure 2.14 
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The barren trees give the scene an austere tone. These depictions, while not particularly 

ubiquitous, are also not alone, as Smestad reinforces these images with bleak snapshots, 

including a nearby page’s photograph of a cemetery: 

 

Figure 2.15 

The result is a scrapbook that does not attempt to hide the desolate reality of the war and its 

lethal nature. It is important to note that there are no graphic scenes or depictions in Smestad’s 

scrapbook as there are in some relief worker scrapbooks, but unlike Steed’s tourist account, 

Smestad takes greater account of a war that he was more intimately engaged with in the first 

place. He depicts and remembers the war for what it was for those who had to fight. In including 

these barren landscapes and dreary cemeteries, Smestad also acknowledges the folly of much of 

the idealism that the United States came into the war with.39 While Smestad is not so severe in 

his scrapbook as to present the war in regretful terms—the pride from the beginning of the 

scrapbook is as forceful as these images—he is realistic about what how the war transpired. 

                                                           
39 Kennedy, Over Here, 42-43, 178, 184. 
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 Nevertheless, the shift from the personal to the impersonal, from the emotion and care of 

the first pages to the more documentary nature of the next several pages is notable, and it only 

becomes more apparent as the scrapbook moves into photographs of Germans. Smestad includes 

photographs of German soldiers, both from afar and from up close, in just the same way as some 

of his own friendly soldiers appear earlier in the scrapbook. The pages of photographs of 

Germans reach their narrative peak with Smestad’s five-page collage exclusively showing Kaiser 

Wilhelm II. This photograph provides one example: 

 

Figure 2.16 

The appearance of the Germans and especially the Kaiser is perplexing. The dynamism of 

Smestad’s personal beginning of the scrapbook has hardly dissipated when the Kaiser—whom 

Smestad almost certainly never saw—appears just pages after photographs of Smestad’s dear 

friends. Furthermore, for a self-described memory book, the appearance of the Kaiser 

undermines the narrative thread of personal memory. Even so, his presence in the pages shows 
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Smestad’s awareness of the larger political and military figures of the war. He presents himself 

and his friends as protagonists, so the Kaiser and his staff make natural antagonists. There is an 

acknowledgement of an enemy, further completing a narrative of the war as a site of bonding, 

destruction, and perhaps nationalism and pride—certainly not outside American’s understanding 

of their mission to defeat the German menace.40 In creating this division between the Americans 

and their German enemies in the same scrapbook as his own personal war history, Smestad 

emphasizes his and his comrades’ roles in defeating Germany and its symbolic head, the Kaiser. 

Thus, while Smestad never saw the Kaiser, the idea of the Kaiser and what he represented was 

important to him and became a part of his scrapbook. 

 The middle of the scrapbook and a plurality of its contents consists of a series of 

postcards that provide a stark contrast to the landscape photographs from earlier in the 

scrapbook. The image of the church makes a reappearance: 

 

Figure 2.17 

                                                           
40 David Kennedy, Over Here, 42-43, 70. 
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The contrast between the geometric, orderly, and most especially intact church stands in direct 

contrast to the earlier photographs of destroyed buildings. The landscapes function similarly, 

with the contrast between blackened trees and overflowing greens, blues, and teals being 

especially striking. By presenting these intact buildings, Smestad reveals a similar impulse to 

Steed’s to commemorate seeing visually captivating European architecture as well as a desire to 

reconstruct the broken places he had to interact with as a soldier. Even though western Europe 

had been shattered by war, it was still a destination for Americans like Smestad worthy of 

capturing in his war scrapbook. 

 The scrapbook then concludes with a series of official photographs from the U.S. Signal 

Corps. Combined with the postcards, it is difficult to escape the feeling that the narrative energy 

of the scrapbook begins to deflate as the visual material becomes depersonalized. However, 

Smestad abruptly includes a history of his unit in the middle of his extensive volume of postcards 

and landscape photographs: 

 

Figure 2.18 
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This document, which contains six pages of material, provides crucial context to a scrapbook that 

is otherwise extremely ambiguous. While Frank R. Steed usually dates his photographs—and 

often the other ephemera as well—Smestad includes none of this information. It is useful to 

know, for example, that he left for France in February of 1918 on the eve of the German spring 

offensives and the final stages of the war. While this sort of documentary information might not 

have been very important to Smestad, this particular part of the scrapbook, though dozens of 

pages in, hints at even a skeleton of a more general timeframe that is all but taken for granted in 

the Steed scrapbook. The lack of emphasis on a timeframe displays a fundamental difference in 

the two books in that Steed’s memory of the war gathered its significance from a linear 

progression of events while Smestad’s memory was more thematic, collaged, and multifaceted in 

nature. This method of organization reflects how many Americans understood the war as it 

happened: as a series of aspirations, observations, and ideas that constituted an understanding of 

the war that was sometimes perplexing or contradictory but transcended temporal linearity. In 

this way, Smestad’s scrapbook reveals understandings about Americans’ roles fighting Germany 

or the role of technology in the war or the wonder of the faraway European continent, but despite 

subsuming narrative, Smestad’s scrapbook reflects what he understood to be reality. 

 In its totality, Smestad’s scrapbook takes on a sort of dual personality, with a personal 

beginning marked by both its emotional candor and its brevity that transitions into a more 

official understanding of the war. Nevertheless, the latter understanding was significant enough 

to Smestad to include. While the subjects of his scrapbook are quite different from Steed’s, it is 

difficult to avoid how both scrapbooks paint a positive picture of the war. While Smestad’s 

scrapbook is more complex, it still looks in awe at tanks, ships, architecture, and monarchs and 

other images of Europe, emphasizing a positive experience of the war. Since Smestad survived to 
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create his scrapbook, this more positive commemoration is not shocking. Smestad shows an 

awareness of the moment he served in and a pride in his contribution as a proud soldier 

contributing to the American war effort. He memorializes his place within these larger 

frameworks of his unit, state, and country, underscoring his investment in the American war 

effort and the pride it instilled in him. 

 

III. SCRAPBOOKS OF RELIEF WORKERS 

A. Soldiers, Poetry, Illustration, and the Curious Collages of Alma A. Clarke 

 Alma A. Clarke volunteered for the American Red Cross after the United States entered 

World War I, leaving Bryn Mawr, Pennsylvania and serving as an auxiliary nurse in France until 

1919. Her World War I scrapbook documents her time working at the American Military 

Hospital No. 1 located in Neuilly-sur-Seine, a suburb of Paris. Her work as an auxiliary nurse 

meant taking care of the patients, and her interactions with them constitute most of the 

scrapbook’s content while simultaneously giving the scrapbook a varied and lively character, as 

the soldiers themselves contribute to its pages with illustrations, poetry, and especially 

descriptions of where and how they were wounded. In the totality of her scrapbook, Alma Clarke 

narrates a story of World War I as a conflict centered on the mortality of its combatants but also 

as a site of friendships and optimism in the face of destruction.41 Her scrapbook embodies the 

new ways Americans stepped into the world during the war, as she identified with and actively 

served the Allied forces while also giving their soldiers and opportunity to make sense of the vast 

international conflict in which they had found themselves participating. 

                                                           
41 Clarke, English WWI Scrapbook. All figures in this section are taken from this scrapbook. 
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 Clarke labels her scrapbook’s narrative as her “Memories of France” beginning in 1918. 

One of her opening pages functions as a title page that briefly gives the scrapbook context and 

frames the remainder of the scrapbook’s contents: 

 

Figure 3.1 

The title appears at the top with her location directly under. With the photograph of a Red Cross 

nurse (who is not Clarke), labelled “A Mother to guide him,” Clarke defines her role as a Red 

Cross volunteer as a necessary support role for the wounded male combatants of the war. Later 

in the scrapbook, she includes an illustration of a Red Cross nurse helping an ailing soldier by 

pushing away the angel of death: 

 

Figure 3.2 
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 The scrapbook echoes this perception of her mission. In doing so, Clarke makes a move similar 

to many public World War I memorials: she portrays her role as the supporter of men fighting 

the war, though this is not mutually exclusive with being a major part of the war effort. To the 

contrary, Clarke makes clear that she did see herself as an integral part of the war effort, with 

illustrations like these portraying her work as the difference between life and death for the 

fighting men—no small task. 

 She devotes many of the pages to documenting her work at the hospital, including her 

patients and the physical surroundings of the hospital itself. She includes numerous photos of 

herself and large groups of nurses and surgeons posing for photographs, such as this one: 

 

Figure 3.3 

This page is typical in that it has a few handwritten names of people who are otherwise not 

identified in the scrapbook. In any case, Clarke includes many of these photos, almost as if she 

was afraid of leaving someone out. The inclusion of so many of these photographs gives a sense 

of the scale of the Red Cross’s effort and situates Clarke as just one of many nurses working 

toward the same cause. Similarly, she adds numerous photos of the hospital itself—of both the 

rooms and wards and the people within as well as the hospital’s external structure—which give a 
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fairly comprehensive view of her workplace and its inhabitants. One page creates a collage of the 

Evacuation Ward, an amputated soldier “on his first outing,” and Clarke herself: 

 

Figure 3.4 

On this page and similar ones, Clarke gives a straightforward visual account of the hospital while 

also including the workers and patients. The presence of amputated soldiers presents a counter-

narrative to official remembrance of the war that portrayed doughboys as strong and able-

bodied.42 While serviceman scrapbooks like those of Smestad and Steed present only able-

bodied males, Clarke conveys the dismembering aspect of the war honestly. These parts of her 

scrapbook document the war for what it was to her: destructive but also personal and free of 

pessimism or cynicism. Clarke makes clear throughout her scrapbook that she served with 

purpose.  

 In an especially individual and at times intimate expression of this precise focus, Clarke 

includes several of her patients’ stories in her scrapbook. She fills about a quarter of her 

scrapbook with logs of her patients’ experiences in battle. They are hand-made, not official 

documentation, and given the different handwritings, it is very likely that many of the patients 

                                                           
42 Wingate, Sculpting Doughboys, 7. 
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wrote their own entries. These logs include the soldier’s name, his home address, the date and 

battle when he was wounded, and how he was wounded: 

 

Figure 3.5 

On these pages, the soldiers narrate their own histories of the war. In the log pictured above, 

Private Claude Stanton grimly notes on the page’s middle entry that he was “Wounded Nov 10, 

1918. Argonne, eleven hours before signing of the Armistice” with his wounded being “Foot 

blown off by shell.”43 Despite Stanton providing no further commentary, his inclusion of how 

close his severe injury was to the Armistice suggests his painful awareness of the misfortune or 

even futility of his sacrifice, especially given the impersonal and random nature of casualties. As 

a nurse for soldiers like Stanton, Clarke gives them the opportunity to document these sorts of 

heartbreaking accounts. In doing so, Clarke’s scrapbook narrates the end of the war and calls 

                                                           
43 Clarke, English WWI Scrapbook. 
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attention to the futility and tragedy of American sacrifice. Stanton fought in the Meuse-Argonne 

offensive whose American forces were not amalgamated into British and French forces—rather 

than operating under a unified Allied command, they were an independent American force.44 

Stanton’s sacrifice was perhaps futile but also happened within the context of the successful and 

distinctly American efforts in the Argonne. Here, as in many other places, Clarke does not shy 

away from the meaningless destruction of the war, but these broader commentaries are secondary 

to the personal stories that they evoke. Another soldier sardonically notes the “battle cry of the 

Yanks,” “‘When do we eat?’”45 While the majority of these accounts are more detached and 

descriptive than they are biting, they combine to form a macro account of dismemberment that 

simultaneously allows the soldiers to assert their individuality and speak for themselves. Here 

again, these honest portrayals of the realities of the front challenge more official memorializing 

traditions asserting a masculinity of bodily wholeness and strength.46 Clarke also asserts the 

individuality of the soldiers by letting them record their own records, narrating a story of 

American triumph but also of individual sacrifice and war-weariness. 

 Clarke’s patients also narrated her scrapbook by transcribing poetry, which is also 

ubiquitous within the scrapbook. The messages of the poems vary widely. Some express anti-war 

sentiment, like this poem by Captain Nate Clark Reed: 

                                                           
44 Edward G. Lengel with James Lacey, “Background to the Meuse-Argonne,” in Companion to the Meuse-Argonne 
Campaign, ed. Edward G. Lengel. (Somerset, US: Wiley-Blackwell, 2014), 19. 
 
45 Alma A. Clarke, English WWI Scrapbook (1927), Bryn Mawr Special Collections. 
46 Wingate, Sculpting Doughboys, 7, 16. 



Gundy 52 
 

 

Figure 3.6 

Reed laments “I don’t want any more trenches / Lordy how I want to go home” and expresses 

frustration with how “The privates live in the mud and swill / But the officers live on top of the 

hill”47 He directly criticizes the hellish nature of trench war and the class hierarchies within the 

army. Again, Clarke’s scrapbook gives an outlet for these frustrations; indeed, it is telling that 

soldiers elected to write poetry for their nurse’s war scrapbook. Other soldiers wrote poems with 

the opposite message: trumpeting themes of valor and patriotic sacrifice, these soldiers gave a 

triumphant picture of the war and their place in it. One poem, “A Prayer in Khaki,” reads “When 

I can do my part all unafraid / A simple soldier in thy great crusade,” while other poems express 

pride in fulfillment of duty or in sacrifice.48 Clarke does not exclude any take on the war from 

her scrapbook but instead lets the soldiers write their own narrations, which combine to create an 

incoherent yet enthralling commentary on the war. Furthermore, the scrapbook’s resistance to a 

single narrative is significant in portraying the complexity and variety of views on the war rather 

than more straightforward and general memorials. These soldiers’ writings fit within the tradition 

                                                           
47 Clarke, English WWI Scrapbook. 
48 Clarke, English WWI Scrapbook. 
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of war poetry as its definition has broadened beyond poetry from poetry from the trenches,49 but 

they combine to clash with one another. The effect of the collage is portraying that variety. 

 Nevertheless, the more triumphant view of the war is more predominant, and some of its 

expressions give Clarke’s scrapbook a distinctive character. One of the most striking features of 

Clarke’s scrapbook is all of the original visual material she includes, which are again often 

provided by the soldiers in the hospital. These illustrations and the text that accompany them 

allow the soldiers to again speak for themselves, but through a different medium: 

 

Figure 3.7 

Both of the above pages are very explicit in their meanings. The page shown on the left 

expresses admiration for France and her protectors, while the page on the right asserts that “The 

                                                           
49 Santanu Das, “Reframing First World War Poetry: An Introduction,” in The Poetry of the First World War, ed. 
Santanu Das (New York: Cambridge University Press, 2013), 8-9. 
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Flower of Allied manhood lies Neath the Battle Fields of France”50 While much of the soldiers’ 

poetry and Clarke’s own photos and illustrations of the nurses hint at national and gendered 

understandings of the war, these themes become the primary subject on pages like these. The 

scrapbook as a whole is nationally aware, and through the inclusion of depictions like these, 

Clarke tells the story of a war she fought with these understandings of the valor of “dying a real 

man’s death” for the sake of one’s country. It is a characterization that conflates manhood and 

country in a way consistent with contemporary American views—a Theodore Roosevelt-inspired 

military masculinity51—and aligns Clarke’s scattered narrative within these broader societal 

understandings of the meaning of the war. Signiifcantly, Clarke’s understanding of nation 

transcends the United States and situates dying for one’s country within the broader Allied war 

effort rather than a strictly American war. This characterization represents a different way 

Americans saw themselves stepping into the world: supporting a greater internetional cause. 

Clarke’s job during the war reflects this internationalism as well, but her strong identification 

with Great Britain, France, Italy, and Belgium (the flags drawn in the illustrations) illuminates 

the ideal of a greater international cause with which Clarke identified. 

 Even with the abundance of her patients’ perspectives coloring her scrapbook, Clarke 

narrates and frames the war in an idiosynchratic way. While Clarke is primarily concerned with 

narrating the life of her hospital and the lives that passed through it, thus narrating the war itself 

in the process, she also includes more tangential ephemera. The final pages of her scrapbook 

include a series of currencies that she encountered during her time in Europe, air raid instructions 

for residents of Lower Merion, and a blood donor certificate: 

                                                           
50 Clarke, English WWI Scrapbook. 
51 Kennedy, Over Here, 185. 
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Figure 3.8 

Even so, many of her ephemera more explicitly narrate the war than, say, Frank R. Steed’s travel 

documents. She includes several newspaper clippings that describe the activities of various 

individual army units as well as some that describe the positive reception the American 

Expeditionary Forces received in France. One page includes the program for a theatrical 

performance put on by members of the 77th Division in the army: 

 

Figure 3.9 
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The note that they performed for President Wilson in Paris gives this scrap much of its weight on 

the page, as if it were included to denote how exciting it was that she was connected to Wilson in 

seeing the performance put on. Clarke also identifies her wartime experience with the beginning 

of the Paris Peace Conference which Wilson was attending. In this way, Clarke’s scrapbook, 

despite yielding much of its narrative space to her patients, is still an individual work ultimately 

framed by its creator, and she frames her wartime experience within an aspirational Wilsonian 

internationalism. Whereas some of her soldiers are more cynical, Clarke illustrates an 

identification with a more hopeful view of the war. In doing so, she emphasizes the significance 

and righteousness of her own mission as a relief worker. 

 Alma A. Clarke’s scrapbook narrates World War I as a summation of individual 

experiences. The sense of the war as a whole is present through the volume of her scrapbook, but 

it is secondary to the individuality of the war as it was experienced—and then documented by 

Clarke. She took pride in her role helping the Allies and their wounded soldiers well after the 

war ended, as she did not return home until August 1919—likely as a result of the Spanish flu 

epidemic in the war’s aftermath or the need to continue to treat patients who, like Stanton, 

suffered their injuries at the very end of the war. Her scrapbook asserts the righteousness of the 

Allied cause and that the war was a space for defending and strengthening manhood, situating 

her narrative within mainstream wartime understandings, but it also portrays the disillusionment 

and dismemberment of cynical, injured men. It is an account that beams with a sense of personal 

pride for contributing to this war effort despite its faults. Fittingly, it concludes on a procession 

of American soldiers under the Arc de Triomphe: 
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Figure 3.10 

For Clarke, the ugliness of war was apparent, but as she narrates through her scrapbook, she was 

proud to contribute to a greater international cause and hoped to contribute to a better future. Her 

scrapbook reflects that ambition as Americans stepped onto the world stage. 

 

B. James A. Babbitt’s Distant Photographic Memorial 

 Like Alma Clarke, James A. Babbitt went abroad as a war relief worker. A fair bit older 

than Clarke—he was nearly fifty years old when he left for France in 1917—he too went to work 

at a hospital, the Chateau Hospital in Sermaize-les-Bains, which was very close to the location of 

the First Battle of Marne which halted the initial German offensive in 1914. However, it is easy 

to miss this by looking at his scrapbook, which contains only a cursory glance at his time as a 

Quaker relief worker. (He worked for the Anglo-American Mission of Friends, which was 

administered by the Red Cross.) Instead, Babbitt’s scrapbook contains a short series of personal 

photographs, some popular photographs, and a few postcards. It is so lacking in material 

diversity that it is more a photo album than a scrapbook, yet it yields the same narrative power 
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and its internal logic is ambiguous and collaged. Babbitt’s book narrates both his journey abroad 

and the war, but unlike the interwoven narratives of Clarke’s scrapbook, Babbitt’s separates his 

narrative from the gruesome and destructive conflict that he displays in the remainder of his 

scrapbook. In its totality, Babbitt’s scrapbook tells the story of the war through a documentary 

lens. The scrapbook reveals an understanding of the war as costly—but especially for the 

German enemy—but captivating, capturing what Babbitt observed while offering a holistic sense 

of the war’s destructive capacity.52  

 Babbitt begins his book not yet at work but merely at sea. He opens his story with a 

photograph of the open ocean, with the boat from which he took the photo only barely visible. 

He includes a series of photos of the ship itself as well as many of the other 54 men who went 

with him from Haverford, Pennsylvania to France to work. One of his photos shows him taking a 

nap, his hat over his eyes to block out the light: 

 

Figure 3.11 

Such is the personal charm and candor of the beginning of Babbitt’s scrapbook. The journey 

across the Atlantic was clearly fun and memorable for Babbitt, as this and other photographs of 

this trip constitute the first several pages of his scrapbook. This beginning places himself within 

                                                           
52 James A. Babbitt, James A. Babbitt Photo Album (MC.975.06.003), Quaker & Special Collections, Haverford 
College, Haverford, PA. All figures in this section are taken from this scrapbook. 
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his own scrapbook narrative. It also acts much like Frank R. Steed’s scrapbook in illuminating 

how the creator’s trip abroad was something to be observed, photographed, and taken in as a 

foreigner going to a new land. 

After this section, he has a very brief section—just four pages—showing the hospital and 

its happenings. One page shows a pair of nurses tending to young patients, while another shows 

some surrounding landscape and the nearby church, which appears to be decaying either from 

age or from damage from the First Battle of the Marne. In terms of depicting his actual 

workplace, Babbitt includes only one page showing the building’s exterior and an ambulance: 

 

Figure 3.12 

Here, Babbitt presents his workplace but does little else. After this brief display, Babbitt shows 

himself as a professional, showing a few photographs of himself in his uniform: 
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Figure 3.13 

Curiously, he intermixes these two photographs with unlabeled shots of what are presumably 

nearby surroundings. Much like his photographic interactions with the sea, these photos—the 

zoomed out shot in particular—lessen Babbitt’s centrality within his own scrapbook. It is almost 

as if he was embarrassed to feature himself and his work too much for fear of immodesty and 

tried to move on as quickly as possible to displaying everything else. His scrapbook is similar to 

Clarke’s in this way: the war itself, or aspects of it, already begin to dominate the scrapbook’s 

narrative rather than more personalized narratives of Smestad and especially Steed. 

 Indeed, that page, along with another self-portrait two pages later, effectively concludes 

Babbitt’s presence in the scrapbook. He abruptly changes course from a personal narrative 

showing his experiences abroad to a broader narrative told by photographs he did not take of 

men he did not see. Almost immediately after the photographs of himself, Babbitt begins his new 

narrative by showing a pair of photographs of the Kaiser Wilhelm II and the senior German 

military leadership: 
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Figure 3.14 

Babbitt then shows a photo of a large statue of Paul von Hindenburg, followed soon after by a 

photograph of Supreme Allied Commander Ferdinand Foch of France and the leader of the 

American Expeditionary Forces, John J. Pershing: 

 

Figure 3.15 

Babbitt presents the major figures of the respective war efforts for Germany and the Allies, 

respectively. His narrative arc resembles that of Einer Smestad: he gives a brief personal 

narration of his own wartime experience before focusing on major historical leaders, effectively 

zooming out and broadening his narrative to include wartime leaders of more official 
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importance. Thus, the scrapbook becomes less about Babbitt and more a collection of World War 

I material, of which Babbitt’s personal collections are a part. The scrapbook’s memorial project 

then becomes observational—whether personal or not—rather than experiential. 

Like Smestad, Babbitt creates an equality between himself or his work and what he is 

observing, suggesting that despite a lack of proximity to some of the scrapbook’s contents, 

Babbitt considered them important to his understanding of the war. However, Babbitt’s place 

within his narrative is more ambiguous. While Smestad identified himself with the Red Arrow 

Division and suggested a personal connection as a soldier to the images of war he identified, 

Babbitt’s does not put his experience in conversation with the other contents but instead isolates 

it. In doing so, he creates a narrative emphasizing significant historical figures and distances 

himself from them, yet they remain connected by sharing space in the same scrapbook. Babbitt’s 

inclusion of these leaders suggests an understanding of the war as something carried out by these 

important men, with his role minimized. Crucially, his status as a Quaker meant that he would 

not endorse the destructiveness of the conflict, so his distance to much of the subject matter in 

his scrapbook suggests that his own way of stepping into the conflict was contributing to the war 

effort as Clarke did but without supporting the violence it represented. 

 After identifying people of importance, Babbitt focuses on photographic depictions of the 

war, which make up a vast majority of the volume of his scrapbook. Perhaps the most notable 

sort of mini-story his scrapbook tells from this point on is the destruction of the war, already 

hinted at in places like his nearby church. He includes photographs of war memorials and 

cemeteries, like on this page: 
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Figure 3.16 

The presence of these markers and memorials of death in a scrapbook that constitutes a World 

War I memorial project allows for the narrative to acknowledge death. However, the 

acknowledgement is in its most euphemistic form. He also shows barren landscapes destroyed by 

the technological might of the industrialized warfare that the western front exemplified. 

However, he does not organize his narrative thematically but intermixes various aspects of the 

war on each page. One striking example comes on a page where he shows both barren 

landscapes overflowing with death and lively areas where soldiers climb trees and scale cannons: 

 

Figure 3.17 
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The imagery of this particular page makes a collage of life and death in such a jarring manner as 

to seem almost incoherent. The skulls of anonymous dead soldiers converse with moments of 

triumph or trivial delight just across the page. Babbitt is not depicting “the reality of war” but 

does include multiple realities of war like interaction with landscape, powerful technology, 

triumph, and gruesome death such that its portrayal becomes more nuanced and multifaceted. 

Here, Babbitt acknowledges the gruesome nature of the war alongside more lively displays that 

also undoubtedly made up parts of World War I experience. In doing so, he documents the war 

not on grounds of idealism but of tactile reality, stopping short of critiquing the war but also not 

giving into the temptation of glorifying it. 

 Nevertheless, Babbitt’s narrative is haunting, especially when it becomes clear that even 

the happier soldiers he includes in his scrapbook are anonymous. On one page toward the 

beginning of the book, he shows a picture of a group of soldiers proudly standing beside shells, 

as if they are equals with the technology: 

 

Figure 3.18 

The men, many looking hopelessly old, smile on, seemingly in command of the very technology 

that helped rip apart the tenuous mud they stand atop. The picture takes on a grim irony given the 
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fact that the shells they stand with are not their equals at all but rather possess far greater 

destructive capacity than a small band of infantrymen. The men are anonymous and their 

precarious physical circumstances is apparent. It is unclear if it is presenting a hollowly “strong” 

masculinity to reinforce it or undercut it. Unlike similar photos that show up in the scrapbooks of 

Einer Smestad or Alma Clarke, it is unclear if and unlikely that Babbitt had any personal or 

professional relationship with the men on display. They are as distant as the Kaiser or Foch. 

Babbitt tells others’ stories, but with much more distance than Alma Clarke’s personalized 

wound logs, such that they are more like snapshots than stories. They are part of the scenery. 

 Babbitt is similar to Clarke in creating a nationalized narrative of the war. The 

photograph from the aforementioned collage of life and death depicting the skulls is bluntly 

labeled “Germans,” ascribing an enemy nationality to death.53 This is not an aberration: Babbitt 

includes other photographs of mutilated corpses which are similarly labeled: 

 

Figure 3.19 

The inclusion of this photograph is almost morbid, just a lifeless skeleton—still in uniform—

lying lifeless on the ground. The labeling instead uses the “Boche” slur to identify him. He is a 

German first and a person second, yet similar displays of dead Allied soldiers are absent. These 
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photographs are rare enough that they are not heavy-handed; to the contrary, Babbitt includes 

nationality subtly—or even subconsciously—enough that it is buried under the more voluminous 

photos of landscapes, lively Allied soldiers, and tanks and planes. Nevertheless, Babbitt tells a 

story of the war and its combatants that varies depending on which side the subject fought. In 

terms of its work within the memorial Babbitt is creating, this type of narrative is notable in 

framing a nationalized experience against the backdrop of a defeated, dismembered enemy. 

Whereas World War I memorials almost exclusively mourned death, Babbitt is much more 

casual in presenting it in this specific nationalized context. 

 Finally, Babbitt includes some postcards at the end of his scrapbook which tell an 

architectural and environmental story similar to that of Steed’s and his photos of calm rivers. 

Unlike Steed, Babbitt mixes buildings destroyed by the war with beautiful chateau from France’s 

Valois era, though these are separated coherently by page. After zooming out from himself, he 

then zooms out from the war as a whole and focuses on beautiful scenes like these: 

 

Figure 3.20 
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It is a rather strange conclusion to a scrapbook whose contents are fairly serious, documentary, 

and focused on the physicality of the war itself. In a sense, his scrapbook concludes by ascribing 

beauty to a place whose beauty had been melted away by the heat of battle. If the serviceman 

scrapbooks of Steed and Smestad emphasized bodily autonomy and wholeness in the face of 

large-scale dismemberment, Babbitt creates a similar reconstructive narrative arc with landscape, 

suggesting as Steed does that there is much beauty to find in war-torn Europe. While not the 

tourist Steed was, Babbitt also expresses wonder for the foreign landscapes he shows in his 

scrapbook, and as the boat photographs also suggest, Babbitt too framed much of his experience 

abroad as an opportunity to take in the European continent—except he places similar emphasis 

on the observation of the death of war as well as the life that continued in its wake. 

 Babbitt’s scrapbook, then, briefly documents his own trip abroad before including a 

series of pictures about a war he did not experience, at least not in the way he shows it. In 

structuring his book this way, he asserts his own lack of centrality in a war of such a massive 

scale. Despite deemphasizing himself in his account, Babbitt still memorializes his wartime 

experience by showing the variety of things he saw. He stresses the importance of those around 

him and even of the environment around him, understanding the war as a battle of important men 

in grand places of impressive scale. Babbitt’s scrapbook shows the observations of a man who 

saw the war as an opportunity to take in the grandeur and tragedy of Europe during wartime. 

 

IV. MEMORIAL SCRAPBOOKS 

A. Harriet Pierson: A Widow’s Memorial 

 Just two days before the signing of the Armistice that ended the fighting on the western 

front, American soldier Ward Wright Pierson died after being struck by a German shell. His 
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widow, Harriet Pierson, created a scrapbook in his memory. Her heartfelt scrapbook is 

distinctive in its seriousness of purpose and its directness in dealing with death. It is a personal 

memorial of the life of her husband. In her memorial, she creates a more personalized 

“doughboy” memorial, filling in individuality where public memorials could only show 

anonymity. Her scrapbook creates a portrait of Ward as a strong, heroic, active, and honorable 

soldier in line with other contemporary imaginations and ideals of soldiers, but there is much 

more nuance and tenderness in her characterization than these categories can communicate.54 

Her memorial resists the anonymity of the war but mostly uses official documentation to 

celebrate his life, featuring the positive impressions of others and framing his sacrifice within the 

larger governmental and military forces that shaped the final chapter of his life. 

 Harriet Pierson’s scrapbook is brief and only covers the end of Ward’s life. The war is 

not the end of the narrative—it is the narrative. As discussed in the first section, the scrapbook 

begins with a dedication to Ward including a poem about heartbreak called “The Casualty List” 

written by Grace Cookling, a photograph of Ward, and a handwritten dedication that reads, 

“Henceforth I travel alone, yet I shall not be solitary since thy sweet memory goeth beside me.”55 

These elements form a collage: 

                                                           
54 Pierson, Harriet Pierson Scrapbook. All figures in this section are taken from this scrapbook. 
55 Pierson, Harriet Pierson Scrapbook. 
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Figure 4.1 

This powerful opening immediately draws attention to both the death and memory of Ward in 

the scrapbook. The poem captures many feelings that define the emotional overtones of the 

scrapbook, citing “the heroic splendor of your sacrifice” while also lamenting the “heartbreak in 

her voice” reading his name aloud. The second page contains a handwritten elegy from Harriet, 

part of which reads, “’Tis only sad to those who’ll never know / The love that finds true hearts 

who’ve learned to give / Salvation to the one who had to go / God’s message to the one who has 

to live.”56 This opening makes clear that this scrapbook is a heartfelt labor to honor and 

remember the life of Ward Wright Pierson. 

 The remainder of the scrapbook provides more detail and context about Ward’s life, 

especially as a serviceman. Ward Wright Pierson was a law professor at the University of 

                                                           
56 Pierson, Harriet Pierson Scrapbook. 



Gundy 70 
 

Pennsylvania before enlisting in 1917 at age 37—hardly a doughboy at all—and the next pages 

include two recommendation letters for officer training school from his University: 

 

Figure 4.2 

These letters briefly laud Pierson’s high character and ability, an aspect of him that Harriet 

Pierson appears to endorse or is proud of given the inclusion of both of these letters in her 

scrapbook. They also provide detail about his life before fighting in the war and where he came 

from. They are curious choices for artifacts given how typical and bureaucratic they are, but their 

singing of his virtues and qualifications frames Ward’s participation in the war as something that 

played to his strengths and would help support the American war effort. He was, in short, a good 

man and an excellent prospective representative of the United States and all of the ingenuity and 

morality that was so firmly tied to American self-perception. 

The scrapbook then somewhat abruptly shifts to three pages of photographs showing 

training exercises in Ft. Niagara, New York, where Pierson completed his training and became a 



Gundy 71 
 

captain, a result of his acceptance and those letters. All of these photographs emphasize the 

exercises themselves rather than the individuals: 

 

Figure 4.3 

This is the only part of Harriet Pierson’s scrapbook that does not emphasize her deceased 

husband—at least not directly. Instead, she illustrates through a brief montage of images the 

training that her husband experienced. Like Smestad’s identification with the Red Arrow 

Division, Pierson identifies her husband with a larger entity, signaling the greater purpose of his 

sacrifice. Notably, these exercises depict the training within the postwar ideal of the active 

masculine soldier which constituted an idealization of soldiers being not just strong and able-

bodied but always actively doing something to bring about a positive military outcome57—thus 

establishing Ward and his comrades in a similar light. Finally, she brings him back into the 

scrapbook on the next page, where she includes a photograph of him and men he trained with at 

Ft. Meade (after Ft. Niagara): 

                                                           
57 Wingate, Sculpting Doughboys, 16. 



Gundy 72 
 

 

Figure 4.4 

After the initial pages contextualizing him personally or professionally prior to his service, these 

pages narrate his journey to France. She continues this with a photograph of the 315th Infantry 

Regiment, 79th Division in which Pierson served parading through Philadelphia before leaving 

for France: 

 

Figure 4.5 
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As with the training photographs, Ward himself is invisible—he may well not be in the 

photograph at all—but his presence and contribution is implied in the photo’s inclusion in the 

scrapbook and suggests the importance of and pride in the cause for which he fought. The 

inclusion of these photographs suggests that Harriet was proud of Ward’s contribution to the war 

effort or at least felt that his training and eventual departure were important culminating or 

affirming events that needed to be included in the scrapbook. The fact that the picture shows a 

standard moment of communal triumph—the departure parade—reinforces this pride and 

strongly suggests a memory of the war in line with the enthusiasm and national pride from its 

outset rather than the disappointment following its conclusion. Harriet Pierson tells the final 

chapter of her husband’s life in these proud terms, so she includes these details as a part of this 

memorializing project. 

 After these pages, the scrapbook begins to describe Ward Wright Pierson’s death. Harriet 

Pierson includes a telegram Ward sent her after he arrived in Europe, which is only a one-word 

message: “Well.”58 The next page offers a sharp contrast in the form of a wall of newspaper 

clippings, each briefly eulogizing the fallen Ward Wright Pierson: 

 

Figure 4.6 

                                                           
58 Pierson, Harriet Pierson Scrapbook. 
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Harriet Pierson’s inclusion of this page marks the departure from detailing Ward’s life to 

describing and coping with his death. These clippings, like other material about Ward’s death, 

often emphasize his life more than the actual circumstances of his death, as the article about 

baseball does, but the scrapbook is centered on the death of a loved one and does not avoid the 

topic. If anything, the montage of clippings shows that Harriet cherished ephemera about her 

husband’s life which then fit into her scrapbooking project memorializing her husband. She also 

includes some references to his heroic conduct and strong character consistent with what was 

mentioned in the recommendation letters. The presence of the obituary articles is not surprising 

or unique, but they ground the scrapbook in showing a more public memory of Ward that was 

important to Harriet. The articles confer significance onto his life and service simply by existing 

and by reconstructing portraits of his life and his sacrifice.  

On one page, Pierson creates a collage of a photograph of herself and a newspaper 

clipping next to it explaining how the training camp at Fort Meade was designating Ward W. 

Pierson Camp in his honor: 

 

Figure 4.7 
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The scrapbook hosts a memorial within the memorial. The scrapbook collects ephemera that 

either describe or commemorate Ward’s life, but the inclusion of these singular commemorations 

create a larger and more complete memorial. In other words, Pierson’s memorial aggregates 

other snippets of memory of Ward which coalesce into a larger narrative and portrait, an 

individual war memorial. This sort of individual war memorial not only resists the anonymous 

quality of both the war and its broader commemoration but also emphasizes Ward’s part in 

fighting for the American cause and his life at home. Pierson’s scrapbook compresses her 

husband’s sacrifice abroad and returns it home by framing his life there. 

Pierson concludes her scrapbook with the letter she received from the American 

Expeditionary Force informing her of her husband’s death: 

 

Figure 4.8 

The conclusion of her scrapbook with this letter not only reinforces her stake in collecting the 

objects that signified her husband’s life and “strong and charming character” leading to an 

untimely death, but it also further adds to her memorial in its assertion that his comrades, too, 



Gundy 76 
 

held him in fond memory. Furthermore, the note about his avoiding the agonies of death carries 

at least some optimism, especially read in conjunction with the earlier parts of the scrapbook 

emphasizing Ward’s place in heaven. There is significance in the fact that Ward could even be 

identified at all given the nature of the war. The document itself is hardly atypical, but its 

presence suggests its power as a death certificate. Pierson deals candidly with death and Ward’s 

death underpins the scrapbook, but its tone is not overwrought or dreary. Furthermore, the letter 

is an official account of Ward’s death, giving Harriet’s memorial an explanation that makes 

sense of the death in describing its circumstances and conferring dignity onto his sacrifice. 

Significantly, there is no more detail of the war front than the letter in the rest of the 

scrapbook, perhaps because Harriet was not on the front. Her husband died during the final days 

of the Allied offensive that was instrumental in bringing about the very Armistice that Ward’s 

death so narrowly and tragically preceded. She does not narrate this story but instead focuses on 

his valor and his contribution on a more moral or even spiritual level to the cause. Similarly, 

there is no more detail about his death in Cote D’Orne or any other specifics of combat. This was 

perhaps due to a lack of material—scrapbooks are only the sum of their parts—but the 

insignificance of the actual military history of the 315th Infantry Regiment or their offensive 

maneuvers on November 9, 1918 situates Ward’s death within broader wartime imaginaries like 

heroic sacrifice and fraternal bonding. 

It is that sort of character that Harriet Pierson chooses to memorialize. Her scrapbook is 

not comprehensive, but that is not the point. Her scrapbook is instead a memorial to a man whose 

presence would not fade. Her memorial project asserts his masculinity and honor with love and 

tenderness. For Harriet Pierson, the wartime moment was one of loss and of sacrifice, taking 

pride in the larger effort to which Ward contributed. She narrates his death fighting in a world 
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war on a continent an ocean away by compressing the end of his life and relocating it in a space 

back home that commemorates his life: her scrapbook. 

 

 B. Perkasie’s Communal Memorial 

 A different type of memorial scrapbook arose in Perkasie, Pennsylvania, where members 

of the Perkasie Tobacco Fund created a scrapbook dedicated to the men from Perkasie who died 

during service in World War I. The book’s specific creation and preservation are detailed in a 

newspaper article on the first page. As the article states, during the war residents of Perkasie 

formed the Perkasie Tobacco Fund, which aimed to send tobacco and cigars to American 

servicemen to support the war effort. After the war ended, the Fund used its remaining resources 

to collect biographical information on Perkasie’s own servicemen and to create a scrapbook 

memorializing their contributions and sacrifices. The primary compiler of the book was local 

pharmacy owner Dick Sterner, who also took the photographs in the book. Once his work was 

done, Perkasie had its own World War I history and memorial in the form of a scrapbook.59 

 Sterner’s scrapbook is more explicit than Harriet Pierson’s in stating its memorial 

objective. The second page states this purpose and also contains a dedication: 

                                                           
59 Scrapbook, Perkasie World War I Tobacco Fund Book (Perkasie [PA]: Tobacco Fund, 1920), The Perkasie Historical 
Society, http://digital.library.villanova.edu/Item/vudl:345016. All figures in this section are taken from this 
scrapbook. 
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Figure 4.9 

The scrapbook asserts its position as a document that expresses gratitude to those who served 

and that remembers those men, especially those who died. The middle paragraph expressing the 

good faith of the project and preemptively asking forgiveness for any mistakes is almost tender 

in its vulnerability; the awareness of those who made the compilation of the weight of their 

historical and memorial mission is especially strong here. It is also significant in its forfeiture of 

any pretense of objectivity or omniscience, instead recognizing the fallibility of the memorial 

they created. By doing this, the scrapbook’s creators highlight their awareness of the ethics of the 

collective history they are undertaking and the weight of their mission for the town. While very 

few memorials attempt to replace history, they act on historical pretenses in their representation 

of something “real” insofar as they depict an image associated with the war that in captures an 

authentic feeling or experience. The Perkasie scrapbook does not even go this far, instead 

qualifying its own contents with their fallibility and offering only good intentions and 

seriousness of purpose as its source of authority.  
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 The scrapbook is as orderly as its mission is serious. It lacks the unfettered individuality 

of Alma A. Clarke’s scrapbook or the wide array of ephemera of Frank R. Steed’s scrapbook, 

instead opting for a simple format of giving each person a page of typed biography followed by a 

photographic portrait. After the first few introductory pages, this format constitutes the entirety 

of the scrapbook, making it similar to James A. Babbitt’s scrapbook in that it is almost too 

orderly and uniform in medium to be called a scrapbook. In any case, each person gets their own 

couple of pages, which roughly equalizes everyone in the scrapbook, gesturing toward a more 

communal historical view while still emphasizing each of the individuals. 

 The lone exception to this linear format and general sense of the individuals’ equality 

comes at the beginning of the scrapbook, where the seven men who died while serving appear at 

the front of the book. Immediately, the scrapbook identifies death as a major site of memorial. 

After them, each of the individuals appears in alphabetical order, meaning that Sterner thought 

that only death in service was significant enough to emphasize thematically. Horace G. Swink is 

one such entry in the beginning part of the book: 

 

Figure 4.10 
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In terms of format and content, this entry typifies other snapshots of the respective servicemen 

that appear in the scrapbook. The biography gives the person’s date of birth, birthplace, and 

parents before proceeding to the details of enlistment, training. Swink’s entry is notable in that 

unlike most of the other men who appear in the scrapbook, he does not make it abroad and 

ultimately dies from the flu pandemic. Other entries end with the date on which the person being 

shown was discharged, but the urgency of death dictates the beginning of the scrapbook and puts 

special emphasis on the deceased, as the dedication at the beginning suggests would be the case. 

Meanwhile, the physicality of the picture is worth noting, as the scrapbook contains portraits 

similar to those of Ward Wright Pierson or Einer Smestad, but unlike in those scrapbooks, each 

person is presented alone. The sense of totality comes from the entire scrapbook, but each 

biography and portrait is distinct and emphasizes the life being shown. 

 Another entry from the beginning of the scrapbook is that of Calvin S. Hartzel. His 

included biography is longer than Swink’s, in large part because he made it overseas: 

 

Figure 4.11 
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The description of Hartzel’s death is significant in its lack of sentimentality or embellishment. 

Like the description of Ward Wright Pierson’s death in Harriet Pierson’s scrapbook, there is little 

detail of the circumstances of his death or the war around him. He died just two weeks before the 

Armistice in St. Quentin, France as part of the Allied offensive that helped to end the fighting. It 

is a brief statement of an almost random occurrence—running into a land mine—claiming his 

life. The preceding biography re-humanizes a man whose death was, like many deaths on the 

western front, tragically nondescript or without reason, just another casualty in a war of attrition. 

Some of the context it gives includes membership in fraternal organizations likes the Knights of 

the Golden Eagle and the Sons of Veterans as well as his religious association; these pieces of 

biography make Hartzel out to be an ideal soldier—strong an morally grounded—and one whose 

sacrifice was greatly respected. In this way, the scrapbook is especially intent on remembering 

and reconstituting the fallen men it depicts. While unsurprising, it is significant that the 

compilation shows whole, strong bodies and emphasizes the lives rather than the deaths of its 

subjects. Furthermore, the inclusion of movements from training to various war fronts gives a 

linear micronarrative of his journeys as a soldier in the AEF. The primacy of these movements 

shows the centrality of the military experience of Hartzel in his life narrative, making the 

memorial function as a series of soldier microhistories as well as memorials. It is not unlike 

Harriet Pierson’s focus on Ward’s military career. Here, the memorial locates the war as the site 

of death and frames its course of events for a local audience, suggesting that the war represented 

Perkasie residents serving their country and the Allies abroad but also represented Perkasie itself 

experiencing the war as its own entity. In this way, the scrapbook narrates the war as a local 

history of Perkasie’s residents moving out in the world and fighting in an international conflict 
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but ultimately returning home (if only in the memorial scrapbook) and finding significance in the 

commonality of their service. 

 After featuring the fallen soldiers of Perkasie, Sterner’s biographies and photographs 

continue alphabetically and recall in detail rudimentary biographical information and then more 

detailed information about logistics and movements while abroad. In these entries, death fades 

into the background and the remembrance shifts to the service of those within the book who 

lived rather than the service and the ultimate sacrifice of those who died. In this respect, the 

memorializing project of the Perkasie scrapbook differs from that of widow Harriet Pierson’s 

scrapbook: both seek to honor their subjects, but the Perkasie scrapbooks carries a more 

inconsistent weight because the fates of the men and women it covers varied between life and 

death. 

However, it is not a mere collection of soldiers. Of the 150 people the scrapbook 

memorializes, a handful of them are women—nurses who served in Europe during the war. Two 

of them are Miriam U. Moyer and Marie H. Riess: 

 

Figure 4.12 
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Figure 4.13 

Their inclusion in the book signifies that Sterner and the compilers of the scrapbook considered 

them to be equally noble and commendable for their contributions to the war, even if none of 

them faced battle or died. The competing imageries of many scrapbooks often make ambiguous 

what is especially important to a scrapbook’s creator, but given how straightforward the format 

of this book is, it is clear that the women were equal to the men. In many of the other World War 

I scrapbooks in this thesis, women are secondary actors, but in the Perkasie scrapbook, while 

they are less numerous, they are part of the story as the volume of soldiers who constitute most 

of the rest of the scrapbook. In this respect, the scrapbook offers a more holistic and inclusive 

history and memorial of Perkasie and its residents’ contributions to the American war effort. 

Furthermore, in the wider history of the temporary nature of wartime progress for American 

women, especially economically,60 the inclusion of women is significant in how inclusive their 

                                                           
60 Kennedy, Over Here, 285. 
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memorial was. Furthermore, women were included in war memorials, but often in passive or 

even fearful roles that sharply differed from the strong men being depicted61—or in the case of a 

memorial like Alma Clarke’s scrapbook, as valuable contributors to the war effort but framed 

through the protection or aid of male soldiers rather than the sacrifice the service itself entailed—

so the women appearing on roughly equal terms with the men makes the Perkasie scrapbook 

significant in subverting more common gendered assumptions in other memorials. 

 The Perkasie Tobacco Fund scrapbook attempts to memorialize both the individuals of 

Perkasie who in some way fought—in the most inclusive sense of the word—in World War I 

while also creating an aggregation of those people that represented Perkasie as a whole. Like 

Pierson’s memorial scrapbook, the Perkasie scrapbook quickly and firmly establishes its 

seriousness of purpose and treats its subject matter with as much respect as possible. While its 

equalizing format robs it of a cohesive narrative found in other scrapbooks in some way, it 

features other aspects of service besides fighting, broadening the scope of contribution. The sum 

of the scrapbook’s parts asserts itself as a history and memorial of a small locality’s contribution 

to the greatest conflict the world had yet seen. 

 

CONCLUSION 

 World War I scrapbooks are not just sites of memory but sites of world-building and 

rebuilding. Sometimes, the worlds within closely mirror wartime or postwar American society 

and all of its conceptions of the Great War, from its heroic mission to its heroic men. Other 

times, they betray feelings of disillusionment or indifference or upend the social constructions 

that were so key to how Americans imagined participation in the war. No matter what each 

                                                           
61 Grayzel, Women’s Identities at War, 233. 



Gundy 85 
 

scrapbook’s creator was doing, the work was individual and personal, intended for a small 

audience—perhaps just themselves—and subject to the idiosyncrasies of the creative process. 

 Whatever their contents, the narratives of these scrapbooks memorialized the war as 

personally as other commemoration did generally and symbolically. Memory is notoriously 

fickle, a vault of knowledge that is vast yet unreliable, subject to personal bias and innocuous 

forgetfulness. Even so, the World War I scrapbooks that capture wartime memories and 

experience give an idea of how the Americans that made them remembered the war or wanted to 

remember the war. Their priorities and choices reveal the difficulty of generalizing historical 

memory. While general threads of gender, nation, the body, or technology no doubt existed and 

exist within the pages of these scrapbooks, they also provide a reminder of the fact that history is 

lived and experienced individually. These stories are as much a part of World War I memory as 

any memorial, even if they are microscopically specific. These World War I scrapbooks narrate a 

war of multifaceted impact and infinite experience. 

 With the exception of the Perkasie scrapbook, these scrapbooks were all created for 

private viewing, but the scrapbooks in this thesis have migrated to the archive for public 

viewing. Now scrapbooks have joined other war memorials in the public, albeit where they still 

require effort to locate. Donated by the children and grandchildren of their creators, these war 

scrapbooks now occupy a more crowded space within the broader societal memory of the war. 

These memories are a time capsule into the many worlds that constituted American World War I 

experience. The privacy and intimacy of the accounts they share gives color—both literally and 

figuratively—to a period and a conflict so often characterized by grim grays and blacks, the 

imagery of a society destroying itself. Their presence in the archive offers an opportunity as great 
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as the one Americans had before them a century ago: an opportunity to reinvigorate memories of 

the past. 
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