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CHAPTER I 

PRELUDE 

Heroes have always been a part of national culture. They have slain real and 

metaphorical dragons and provided the populace with models to emulate and admire. 

However, there is a dark side to this hero worship. While heroes are a necessary and 

desirable aspect of any culture, their influence can sometimes prove damaging because 

their model is unrealistic and when people fall short of that model, disillusionment, 

sometimes on a grand scale, can occur. 

Many of these historical heroes have been warriors of one sort or another. King 

Arthur and his knights, such as Sir Lancelot and Percival, despite their shortcomings, 

slew metaphorical dragons and fought for holy causes. St. George, the patron saint of 

Great Britain, killed a dragon. St. Michael, the archangel, is a warrior and the patron 

saint of soldiers. In Great Britain, a country where secular and ecclesiastical authority 

overlap, it is no coincidence that these holy warriors have exerted influence on popular 

myth making. The soldier became an exalted image of manhood. In addition, if a young 

man was to reach his maturity, he needed to engage in battles as a right of passage. At 

least with the soldiers, this attitude would change when the First World War ended. Once 

the instruments of modem warfare were released, the soldiers discovered that there was 

no longer any glory in battle. Rather than saber charges that left wounds, mortar fire 

obliterated men. And, instead of glory, the men would bring home bodies and sometimes 

minds which had been broken and mutilated by the new type of armed conflict. This new 

warfare was the impetus for a new type of hero. From being an invincible dragon slayer 



with seeming super-human skills, he would become a wounded and sometimes broken 

man who, while he might still perform acts of courage, was now not immune to the 

effects of his actions on himself and on others. 

During the First World War, Britain needed men in her fighting force. Horrible 

losses in the early months of the war depleted virtually all of the original army and the 

men of Britain were called upon to enlist in great numbers. Various methods were used 

to encourage this enlistment. There were poster campaigns, political cartoons, and other 

forms of propaganda aimed at both the men and the women. In addition, popular music 

played a large role during the Great War. The music was used to inspire, encourage, and 

comfort. It also established, quite firmly, the model for the war hero. By using lyrics 

aimed at both men and women, the music underlined the Victorian sense of duty to 

Queen and country and the idea that going to war was a rite of passage which no "real" 

man would miss. 

The types of songs may be divided into several overlapping categories. Some 

were directed at women, mothers in particular. Others were directed to the young men 

who were candidates for enlistment. These tended to target the Victorian sense of duty, 

as did those directed at the mothers, and to emphasize going to war as a rite of passage. 

Another group focused on the historical glory of war and compared the modem soldiers 

to those who had gone before them, if not specifically, generally in terms of their 

relationship to their fighting forefathers. Another group was concemed with the reaction 

of the soldier, normally one who was dying, to warfare. He was portrayed as being 

grateful for having had the opportunity to give his life for King and Country. All of these 

examples played upon the strong sense of duty prevalent in the post-Victorian world. 



Indeed, it may be argued that the Victorian era and World War I ended at the same time, 

considering how prevalent many of the Victorian ideologies were during the war and how 

thoroughly they were dispensed with after the war. 

What is striking about the popular music at the time was that is was so unrealistic. 

While the propaganda perpetrators no doubt knew what they were doing, it is quite 

difficult to imagine that a society would be so taken in by what was happening. The 

Defense of the Realm Act (DORA) helped assure that any information which might be 

seen as a threat was completely repressed. Consequently, anyone who wished to publish 

anything for the public had to do so with the popularity of the war in mind. One cannot 

doubt that many of the songs were published for their marketability rather than for their 

compositional merits. While it cannot be firmly established exactly what kind of effect 

these songs had on the public, what is apparent is that there were literally hundreds of 

them published in Great Britain. In addition, public support, and indeed enthusiasm for it 

lasted until the last year of the war. Therefore, the composers kept publishing these 

works, theoretically, at least, to keep up with some kind of public demand. 

Popular culture shapes a culture. Many linguistic expressions, clothing styles, and 

even food tastes can be directly linked to a particular aspect of popular culture. Thus, it 

is not surprising that music could have an effect on how the populace viewed the soldier 

and his place in society. The view perpetrated was that of the brave soldier doing his 

duty and fulfilling a high calling. This was the same message used in the war posters and 

political cartoons of the day. Thus, the popular culture media presented a united front 

which served to fuel public enthusiasm for the war and also provoke a sense of outrage 

against the "Huns" who had among other things, according to the media, "raped Belgium" 



and committed any number of atrocities which were later proven to be wildly 

exaggerated. It is also interesting to note that the Germans engaged in a similar campaign 

with war posters that said about the Allies what the Allies were saying about the 

Germans. 

If the war effort was to be successful, men were not the only ones who had to be 

enlisted. Their wives, mothers, sisters, and girlfriends also had to be enthusiastic, or at 

the very least, supportive, of the situation. Women were the targets of everything from 

poster art to music. Their support was needed not only for the soldiers, but also for the 

war effort at home and abroad as women took on jobs that had belonged to men. 

Consequently, they had to be encouraged in their efforts and made to feel that their 

sacrifices were not only necessary, but also of the most noble variety. If popular culture 

casts their husbands, fathers, boyfriends, and brothers as knights going to fulfill a holy 

cmsade, that same culture casts them as damsels in distress whose salvation could only 

be attained by the sacrifice of their men. 

Three of the songs that focused on women and their role in the war were "Your 

King and Country Need You More Than I Do" (1914),"Brave Women Who Wait" 

(1914), and "I'm Glad My Boy Grew Up to be a Soldier" (1915). The progression of 

thought is interesting to note. "Your King and Country Need You More Than I Do" and 

"Brave Women Who Wait" focus on the recmiting effort at the beginning of the war and 

both endow women who send their sons and husbands with a kind of nobility. "I'm Glad 

My Boy Grew Up to be a Soldier" shifts the focus to the nobility of the mother who gives 

her son for the cause. It was published in 1915 after the disastrous fall of 1914 when 

nearly all of the Brifish army had been wiped out by November (Fussell 9). 



Stanley V. Murrill's "Your King and Country Need You More Than I Do" 

portrays the life of a young man from the time he enlists until he is killed in action while 

trying "to save a comrade from the foe" (Verse 3). When the son tells his mother he 

wishes to enlist, he states, "I will not go if that is what you wish" and then reminds her 

that his "Father was a soldier" and that "My King and Country stand in need of me" 

(Verse 1). The mother makes her reply "without a pause": 

Your King and Country need you more than I do. 
So go and be a soldier and a man 
Now is the time when I and other mother's [sic] 
Must be as Brave as English women can. 
So go now lad, and do your honest duty 
And let them see you're of the Bulldog breed 
The world shall never say, English women of today 
Put self before their King and Country's need. (Choms) 

This choms is provocative for a number of reasons. First, the fact that it is so 

clearly states that there is no hesitation on the part of the mother. She sees her duty 

clearly and does not even have to think about what her reply will be. There is a definite 

sense of unreality about this. Even if she were patriotic, what mother would not hesitate 

to send her son off to be killed? Even if she did not voice that hesitation, it is bound to be 

present. Instead, the listener is confronted with a woman who seems to adopt the 

Victorian "hand to brow" sense of martyrdom which would be funny were it not so tragic. 

When her son dies: 

She cried to think 'twas she who bade him go. 
But later when they sent her on a medal made of bronze 
In honour of her gallant soldier boy, 

A letter from his comrades telling of his gallant deed 
Did much to fill her lonely life with joy. (Verse 3) 



While there is a certain sense of guilt on the part of the mother, she is seemingly 

comforted because her son apparently died a hero. This sets up the model that w omen 

were supposed to follow. If their sons, husbands, boyfriends, or brothers died, the\ were 

to behave in a prescribed manner. If they did not, then there was something unnatural 

about them. There was a strictly established code for coping with death and the women 

were encouraged to adhere to it. They were to be saddened, but brave for after all, their 

men had given their lives for the noblest cause imaginable. Any guilt feelings or regrets 

were not acceptable. 

Another issue confronted in the music is the courage of English women. The 

government did not want the women to see themselves as being so selfish, possessive, or 

protective that they were unwilling or unable to let their men go to war. This attitude is 

clearly reflected in the "Women of Britain Say—'Go!'" propaganda poster which depicts 

a mother, presumably her daughter or daughter-in-law and a child clinging together as 

they watch soldiers march past their window (Kealey). The strong message being 

presented is that even though the women will be sad, they will also be bra\ e and, more 

than that, encourage the soldiers to go to war. According to popular culture, the women 

might be sad, but they also had to be brave or risk being seen as a detriment to the sacred 

cause of the war. 

"Brave Women Who Wait," written and composed by Worton David and Arthur 

Stroud, expands upon this theme. The song addresses the general population, reminding 

them that the women made sacrifices, also. The lyrics are nearly melodramatic. In 

addition, the music is marked "Grandioso," which would heighten the effect. 



The second verse reads: 

For men there's the danger and peril of war; 
A shot may soon settle their fate: 
But what of the anguish, and sorrow and care 
That come to the women who wait? 

There is an obvious need on the part of the speaker to make the role of women important. 

Moreover, while downplaying the role of women in World War I is not appropriate, this 

song is patronizing. The third stanza reads, "There are children to feed, now that daddy 

has gone,/And it's up to you women who wait." Apparently, the writers believed that the 

women would not realize that they had to do something to feed their children once their 

husbands had enlisted. Like other songs of the period, the purpose is didactic. Worton 

and Stroud want to make certain people know the women are important, but their 

overriding purpose is setting an example for the women to follow. 

After thousands of men died in the fall of 1914 and it became clear the war would 

not be over by Christmas, the focus of the songs shifted. In J. E. McManus and Al 

Piantadosi's 1915 composition "I'm Glad My Boy Grew Up to be a Soldier," a mother is 

grieving the loss of her son. In this scenario, the soldier has already left and died. But, 

the mother is still the brave soul who would rather her son "died nobly. / Though it break 

my heart, / Than stay at home to play the coward's part" (Verse 2). Again, personal, 

family, and national pride are at stake. If these are not satisfied, then both the son and the 

family are failures, not only in their own eyes, but also in the eyes of their country. 

The third issue of importance is the connection between being a soldier and being 

a man. The wartime experience is definitely seen as a rite of passage for the men. 

Without this rite, they will not be complete or be able to take up their proper place in 



society. This experience will temper them and make them capable of leading the new 

society of the twentieth century. 

J. P. Long and Gilbert Wells' "Be A Soldier-Be A Man" (1914) is a fine example 

of the linking of manhood and military service. The lyrics read: 

Be a soldier, be a man! 
Be a hero, I know you can. 
And don't forget, my boy, when you're marching off to war. 
It's a grand old country that you're fighting for. 
When you're facing the shot and shell, 
To your birthright, lad, be tme. 
And do as your fathers did before you 
In the days of Waterloo. (Choms) 

The use of an allusion to Waterloo is especially evocative. The intent would be for the 

men to remember the bravery of the soldiers at that time as well as the location. The 

implication is that if the current soldiers do not fight bravely, they will shame those w ho 

fought before them. This theme is echoed in the second verse: "And I know you'll bear in 

mind / Your country's name and its glorious fame." This reminds the soldier again that 

he is fighting for more than his own glory, but also that of his country and her history. 

Thus, if he is to play a part in that history, he too must go to war. 

An interesting view of war as a rite of passage occurs in Harold Simpson and 

Marjorie Slaughter's 1914 composifion "We Mean to Fight Like Gentlemen." Simpson 

and Slaughter have not directly linked war and manhood. Rather, they equate 

gentlemanly behavior in battle with lasting honor. The lyrics read: 
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Now, war's a nasty sort of thing. 
It gives you quite a twist; 
You can't exactly handle it 
With kidgloves on your fist; 
But there are ways of doing things 
That don't appeal to us. 
For Britons like an honest fight 
Without parade or fuss. (Verse 1) 

In addition to being an example of classic British understatement, this verse sets up an 

interesting relationship between Britain and the forces she is fighting. From the 

beginning, it is clear that the British are going fight in an honorable manner no matter 

what anyone else does. 

The second verse carries this theme even farther: 

We don't make war on women, 
Or go knocking children down; 
We don't bombard cathedrals. 
Or destroy some harmless town. 
Tho' dropping bombs on hospitals 
May be a clever game. 
We leave such dirty devil's work 
To those who have no shame. 

In this verse, the composers advocate a definite code of behavior. Those who do not 

adhere to this code are not considered civilized. In fact, they "have no shame" and do the 

"dirty devil's work." 

This song connects to the idea of warfare as a rite of passage because it provides 

instmctions for men going to war. The majority of the men who enlisted were young and 

did not have much experience with the world. It is apparent that Simpson and Slaughter 

believed they needed instmctions on proper behavior in battle. Thus, they are taking 

boys and teaching them to be men. 



Another facet in the rite of passage motif is death. Or rather, how one died. The 

songs represent the men who die as brave and heroic. There is no mention of the manner 

of death or of fear. Instead, deaths are quick and not bloody. In other words, the 

composers leave out any details that might make families regret sending their boys to the 

front. 

"The Soldier's Message" (1914), written by Harry Rees and composed by Con 

Baga, presents one soldier's view of dying at the front. It is clear in the first \erse that 

the soldier is dying a hero after doing his duty in battle. The second verse, however, 

presents an interesting twist on the story. This was not the model young man who 

enlisted. Rather, he was "Wild-natured in childhood, in manhood the same. / Idle and 

lazy he bore a bad name." However, going to war and dying heroically provides the 

redemption for this young man. He has gone through the appropriate rite of passage, and, 

while his past was questionable, his present is honorable and he is assured of being 

deified on his death, at least by his mother. As he is dying, he pleads "in quivering tones. 

. . 'Tell my mother that I died, / A British soldier tme; / Tell her of the battle, / How 

victory was won, Say it is a message from / Her dying soldier son" (Choms). His 

primary concern is that his mother knows that he died in an honorable manner so her 

memory of him will be favorable. Ironically, many commanding officers wrote letters to 

families describing the brave deeds of their sons in order to spare them the tmth that their 

sons were not brave at all, but were cowardly. While these men might not have been 

perfect in life, they were deified in death, as was considered appropriate. 

Interestingly enough, the music and lyrics in "The Soldier's Message" are at great 

odds with one another. The instmctions for the tempo are "tempo di Valse" and w hen 
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played, it sounds much more like a drinking song similar to a polka than like a lament. 

While the music might be catchy and singable, when coupled with the lyrics, it sounds 

like a farce. 

Another group of songs targeted young men who were thinking about enlisting. 

F. V. St. Clair's "Follow the Dmm or Every Mother's Son is Ready to Carry a Gun" 

(1914) both encourages young men to enlist and promotes a sense of national unity. 

Britain and Ireland were on the brink of yet another armed conflict and in the third verse, 

St. Clair writes: "When England is in danger / Threatened by the common foe, / Irishmen 

of any creed will Shoulder guns and go / —With you in weal or woe." In addifion, the 

fourth verse proclaims, "No longer are we Socialist, Conservatives or Rads, / But all tme 

British lads." This song covers two primary issues. Not only are the young men told 

"When the sound of war is in the air, / Ev'ry son of the Empire must be there" (Verse 4), 

but they must also forget any political differences in order to defend the "Motherland." 

A. J. Mills and Bennett Scott's '"We Must All Fall In' (If We Want to Win)," 

which was billed as "The Great National Service Marching Song," presents the listener 

with a cry from the trenches for more men. Published in 1915, this would have come out 

after the army had been depleted and more soldiers were desperately needed. The first 

verse reads: "From the trenches the boys are calling, / To the man who stays at home: / 

'Why aren't you in the fighting line? / It's your job as well as mine.'" This serves as both 

a call to be patriotic and a not terribly concealed opinion of the conscientious objector. 

The next phrase continues this sentiment: "If the Country's call won't wake them, / It's 

the Country's right to take them." Needless to say. Mills and Scott w ere, at least on 

paper, in favor of mandatory conscription. 
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The next verse continues: "E\ 'r\' man now should ser\ e the nation. And it seems 

the fairest way: / If Brown goes facing shot and shell. / Why Smith ought to go as well!" 

The sentiment expressed here sets up an "us against them" situation in that the soldier is 

to be admired, but those who stay at home, for whatever reason, are not. In addition, the 

call for conscription makes it quite clear that militan. ser\ ice should be required because 

if not. some men w ill. no doubt, shirk their duty. Neither these songwriters nor the public 

w ould see this shirking as appropriate. 

The final category involves songs that evoke a sense of the past and the present's 

duty to that past. T. Foster Robson's "The Knights of To-Day" appeals to the Briton's 

sense of histon. "When searching hist'ry's pages / We read of glory won / By our bra\e 

knights, through all the ages, / Who dauntless deeds have done" (\'erse 1). None of the 

"knights" are named, but their heroism is supposedly remembered by e\ er\'one. It is the 

duty of the current British soldier to keep this noble heritage alive and to continue it 

through the present w ar. 

Barton Cooke and Cecil Stanley's "Ever\ Man a Soldier" (1912) is an early call to 

arms. Like "The Knights of Today." "Even, Man a Soldier" uses the past to influence the 

present. The listeners are reminded: 

From the da\ s not long ago. 
There w as many a w orld-famed story 
How our fathers faced the foe, 
And upheld old England's glory. 
Then a spear or a bow. 
Or a battle-axe blow-
Had a strong mailed fist behind it. 
But let us not forget. 
We've grit in England \ et. 
And this is the way we'll find it. (Verse 1) 
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The potential soldiers are encouraged to honor their history by fighting for England. The 

reference to the fathers using the spear, bow, and battle-axe implies that all of the men 

have an ancestry that stretches back hundreds of years. While there are nationalistic 

overtones in this song, the composers are also appealing to personal vanity and a sense 

of family history. At a time when men entered the regiments of their fathers, if not their 

grandfathers, this would be a logical approach. Men would enlist in order to uphold the 

family honor. 

It is evident from the evidence presented above that the writers of the war music 

were quite aware of what their duty was to the nation and the public. They were to help 

keep the public behind the war effort in any way possible. Men were to be encouraged to 

recmit and women to be brave. All were to strive to deserve the honor of being British. 

The effect of all of this was to instill in the population a picture of what a soldier was to 

be. He was strong and brave, had a sense of duty and tmly believed that war was a 

glorious pursuit. In addition, he was a whole person who did not have any physical or 

psychological defects. Or, if he did, they were hidden and not worth mentioning. 

Consequently, when the reality of what a war was became apparent, the population was 

not at all pleased. The image of the hero had not simply been shattered, but ground to 

dust. One of the areas where this change in the hero is apparent is in literature. In some 

cases, the works are those deemed "war novels," that is, works that took place on the 

battlefield. Other novels contain characters that fought in the war and were affected by 

their combat experiences. In other cases, the characters have no direct connection to the 

war, but their existence would be impossible without it, for the war brought about 

changes in the very nature of the hero. He would never be the same again. 

13 



CHAPTER II 

DIES IRAE 

The First World War brought about sweeping changes in terms of the way men 

saw themselves, their nation, their families, and w ar itself The changes brought about 

had a direct impact on the men which in turn trickled down to their families and friends. 

The ideal of war itself, in a sense, became one of the first casualties. The expected glory 

of combat did not take place, and, almost from the beginning, the men abandoned the 

ideal. This change in attitude toward war also affected the men's attitudes toward their 

country. Instead of seeing the nation as a benevolent entity which knew which course of 

action was appropriate, to the soldiers Britannia went from being a benevolent force to 

one which was uncaring and apparently bent on the destmction of her young men. 

Additionally, a great deal of anger was directed towards the "old men," that is, the 

generals and other upper echelon officers who ran the war from a distance w ith 

seemingly little or no knowledge about the situation on the front lines. 

The attitude of the soldiers toward their families also changed dramatically. 

While it is evident they were delighted to receive letters and packages from home, the 

soldiers also realized there was little understanding of their plight. Part of the reason for 

the lack of understanding was the censorship of the newspapers. A second reason was 

the censorship of the letters that the soldiers wrote home. A third reason was self-

imposed censorship—even if they could have written about the details of their 

experiences, many men chose not to for the simple reason that the tmth was too horrible. 

These changes were in direct conflict with what society itself wanted as an ideal. This 
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becomes especially clear in light of both popular music and literature. Richard 

Aldington's Death of a Hero (1929), Frederic Manning's The Middle Parts of Fortune 

(1929), and Edmund Blunden's Undertones of War (1928) all emphasize the drastic 

change that takes place in the characters in novels who had formerly been referred to as 

heroes. 

Among other factors, the popular music of the World War I period served to set 

up in the minds of the public the image of a war hero. However, the realities of the war 

proved that this image was invalid. Rather than returning as heroes who rejoiced in their 

victory, the men returned disillusioned and, in many cases, broken not only physically but 

also mentally. 

When World War I began, feelings were optimistic in Britain. In August 1914. 

everyone thought the war would be over by Christmas: soldiers would return home in 

glory, having proven that the British did, indeed, mle their part of the world. The 

optimism was based on a certain amount of misplaced nationalism as the overwhelming 

feeling was that one British soldier was worth at least ten German ones. Culture and 

breeding would overcome the Teutonic threat in very little time and the world w ould 

again be safe. As Paul Fussell points out. 

Everyone knew what Glory was, and what Honor meant. It w as 
not until eleven years after the war that Hemingway could declare in 
A Farewell to Arms that 'abstract words such as glory, honor, courage, 
or hallow were obscene beside the concrete names of villages, the 
numbers of roads, the names of rivers, the numbers of regiments 
and the dates.' In the summer of 1914 no one would have understood 
what on earth he was talking about. (Fussell 21) 

Britain's young men flocked to the recmiting stations with this extreme sense of 

duty to God, King, and Country. So many men wanted to fight that the government 
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could not supply uniforms and weapons fast enough. Ironically, "by the middle of 

November [1914] these exertions [the battles at the Mame and Ypres] had all but wiped 

out the original British army" (Fussell 9). These loses did not, howe\ er. w ipe out the 

grand sense of patriotism among either the potential soldiers or other members of society. 

What did finally cause the grand sense of disillusionment was the situation on the 

front lines. Soldiers who went to the war expecting to experience the myth of combat 

were soon confronted with the reality. Sergeant Bill Hay wrote of a battle in High Wood 

during the Somme offensive, '"there were dead bodies all over the place where previous 

battalions and regiments had taken part in previous attacks. What a bashing we got. 

There were heaps of men, everywhere—not one or two men, but heaps of men, all 

dead. . . . It was just absolute slaughter'" (Macdonald, Somme 157). The Battle of 

Verdun started on Febmary 21, 1916, and continued for ten months. 

Before the siege was over, more than a million soldiers had been 
devoured by the fighting. And in what may be the most grisly statistic 
ever, only 290,000 bodies were ever recovered—with fewer than 
160,000 of them identifiable. The remaining 130,000 dead were taken to 
a provisional morgue and stored, while the rest of Verdun's fallen 
troops—more than 710,000 men—were simply written off as lost, 
swallowed by explosions and mud. (Webster 62) 

These losses were not, however, extraordinary. The 1916 Battle of the Somme, "destined 

to be know among the troops as the Great Fuck-Up, was the largest engagement fought 

since the beginnings of civilization" (Fussell 12). The battle began on June 1. By the end 

of the day, "out of the 110,000 who attacked, 60,000 were killed or wounded. . . , the 

record so far. Over 20,000 lay dead between the lines, and it was days before the 

wounded in No Man's Land stopped crying out" (Fussell 13). 
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Ironically, many of the high ranking officers in the military were not nearly as 

familiar with this situation as they should have been. While surveying part of the area 

involved in the Somme campaign, an unnamed Staff Officer exclaimed, '"Good God! I 

didn't know we were using Colonial Troops!'" (Macdonald, Somme 113). What he did 

not realize was, that after a week in the sun and elements, "the bodies of the dead soldiers 

had been turned black" (Somme 113). These scenes were the "glory" of the trenches and 

the battlefield that the soldiers had found. 

The hundreds of situations like the ones cited above prompted the very swift 

change in attitude among those fighting the war. While they did not necessarily become 

treasonous, they did, like Siegfried Sassoon, one of the more visible cases, start to 

question what they were doing and why. They also saw war for what it really was, 

especially in the modem age: dirty, sordid, and, probably more than anything, incredibly 

frightening. 

In addition to the piles of the dead, who also tended to inhabit the trench walls 

and be found underfoot on the battlefield, legions of mutilated men survived. "The 

severity of these mutilations was unprecedented: nothing in British history (neither 

nineteenth-century wars nor in the grim injuries perpetrated upon the human body in 

factories or mines) was adequate preparation for the physical devastation of the First 

World War" (Bourke 33). In some ways, the mutilation rather than the deaths had the 

greater impact on the home front population. The dead were expected, even revered, as 

the number of monuments to them in Great Britain will attest. And, while no one would 

presume to say that the deaths of so many men had no impact at all, the mutilations 

seemed to provide more of a shock to the population. 
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The dead could be re\ered. The mutilated had to be dealt with in some way. by 

either the government, their families, or both. These men came back to a w orld that 

wanted, as soon as possible, to forget the horrors of the last four years, ^'et here, in their 

towns, were living reminders of that war. with wounds that could not be hidden, in a 

country that did not readily accept the idea of ph\sical imperfection with any particular 

grace. A person might be unattractive, but if he or she had money or power or some 

other sort of influence, the unattractiveness could be overlooked. However, if one was 

missing a limb or had visible scaring, then the overlooking w as much harder. 

A number of men received disfiguring facial injuries. Reconstmctive surger\ 

came about during World W ar I. It was "bom of the necessity to try to repair the ravages 

of faces wrecked and mangled by shell splinters, and often a single case would demand 

the skill of half a dozen separate specialists" (Macdonald, Roses 148). Very few of the 

men w ent home betw een their extensive surgeries. After all. 

how could a man be sent out to meet the w orld w hen all that remained of 
his face was. perhaps, one eye, one ear. the bmtalized remnants of a lipless 
mouth and two small orifices that represented nostrils but in no w ay 
represented a nose? How could relatives, w ives. children, fiancees be 
expected not to recoil in horror from a gargoyle w hose only recognizable 
feature was a shock of bo\ ish hair? In the hospitals, at least, they [the 
staff] were steeled to such sights. (Macdonald. Roses 149) 

This was a horrible situation for both the men and the hospital staff The nurses 

especially learned to hide their shock while changing dressings. Grace Bignold, a VAD 

at No. 1 London General Hospital, remembers "'a man with one side of his face blown 

aw ay. The skin had grown o\er it. but he w as still bandaged and I w as told to syringe his 

face and to put a screen round him while I did it. I chatted to him while I was taking the 
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dressing off and I must have smiled. He said, "How can you smile when you look at me. 

Nurse?'"" (Macdonald, Roses 149). 

Once the wounds had healed and been repaired as much as was possible, the men 

still had to face their families. Despite the fact that the women had been prepared by the 

nurses for the appearance of their loved ones, "some girls had to be brought out of the 

room in fits of hysterics" (Macdonald, Roses 151). Despite the Victorian ideal of family 

life, the reactions of the families did not speak well for that ideal. The anticipation of the 

reactions coupled with the realization that they would never be tmly welcome in society 

again caused some men to commit suicide. The hospitals kept these occurrences quiet, as 

well as "cases where the patient lost the will to live and quietly died" (Macdonald, Roses 

151). The families were sent a telegram informing them that their loved one had died 

'"after a relapse'" (Macdonald, Roses 151). 

One of the people who attempted to help the mutilated men was Frances Derwent 

Wood, "an RAMC orderly at the 3''̂  London General Hospital" (Macdonald, Roses 150). 

A sculptor by trade, he was also an Associate of the Royal Academy and had joined the 

army as an orderly. While taking a telegram which sent news of a death to a family, 

"Wood reflected bitterly on the guilty thankfulness with which the telegram would no 

doubt be received at its destination" (Macdonald, Roses 151). The result of these 

thoughts was what came to be known of as "The Tin Noses Shop" (Macdonald, Roses 

151). Here, Wood developed a technique for constmcting masks of thin electroplate 

which he then silverplated and tinted to look like flesh. 
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So delicate was Derwent Wood's work that in many cases it was 
impossible to detect the join. The masks were a perfect fit. as light as a 
membrane and with the strength and firmness of metal, and when, as so 
often, there had been damage to the lachrymatory or the salivary glands, 
and the man with the ruined face was further afflicted by constant 
discharging from his mouth or his eye socket, absorbent pads which could 
be placed in the hollow behind the mask did a great deal to relieve his 
embarrassment. (Macdonald, Roses 154-55) 

Derwent Wood's efforts were laudable and did a great deal for the men who were 

the beneficiaries of his talents. What is troubling, however, is the fact that those talents 

were needed in the first place. Men who had been fashionably wounded, that is, had 

wounds which would heal but not disfigure, were accepted and, in fact, treated like all of 

the men expected to be treated when they returned. Those who were disfigured, 

however, found quite a different world waiting for them. 

Prosthetic limbs were primitive, reconstmctive surgery was clumsy, and factory 

provisions did not exist for disabled workers. Instead, the disfigured or handicapped 

were left to make their own way the best way they could, realizing that they were 

outcasts in society because they had visible wounds which were both unattracti\ e and 

which served as undeniable evidence of the horrors of combat. 

This crippling of the men symbolized a type of emasculation. In addition, like the 

many so-called "surplus women," they became "surplus men" who, society assumed, 

would never marry. "Indeed, it was suggested to the 1919 Select Committee on Pensions 

that a disabled man who married was rather 'improvident,' despite the fact that it was 'in 

his own personal interest that he should, if he want[ed] someone to look after him'" 

(Bourke 74). Notice, this argument assumes that the marriage w ould be one of 
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convenience, rather like a man's marrying his mother, rather than any sort of passionate 

situation that would involve sexual intercourse. In fact, "It was sfill believed by some 

people that the children of maimed ex-servicemen would be bom minus a limb" (Bourke 

74). 

This sense of impotence did not diminish in any marked way from the end of 

World War I into the era that preceded World War II. Society regarded the maimed as 

passive individuals who had to be taken care of like children (Bourke 75). And, "even 

the increased militarization of society from the mid-1930's failed to revive their status as 

warriors—rather, it further emphasized their uselessness: their crippled bodies were 

exempted from warfare, their technical understanding of the art of fighting was outdated, 

and they were prematurely old" (Bourke 75). Their presence in society also served to 

remind people of the horrors, rather than the glories, of war. 

Even if they carried no overt physical wounds, the men who returned from the 

front were not unscathed. "Shell shock" claimed many other lives, as did the simple fact 

that these men had had experiences which no one else could understand. No amount of 

information could make those who stayed behind understand what had occurred on the 

battlefield. All of these situations served to isolate the returning soldiers from their 

families and friends. 

From these experiences came many narratives. While some were heroic in their 

slant, many others carried a tone with which the public was uncomfortable. Like many of 

the examples from the plastic arts, these literary contributions highlighted the horrors of 

war, not the heroics and, interestingly enough, these narratives presented a view of a 

great deal of boredom, fear, and squalor rather than scenes of glorious battles. These 
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novels have characters who are heroes, as long as "hero" is close to being interchangeable 

with "protagonist." However, these men do not behave as one would expect a 

quintessential hero to behave. They commit no particularly outstanding acts of \ alor, the\ 

are not consumed with rewards, and they are not enamoured of war. Instead, it repulses 

them. While the men involved in these novels may initially believe in the cause of the 

war, that belief deteriorates as the war lingers, and they see the consequences of their 

actions and those of their leaders. The result is that the heroic myth is broken. The 

reader does not come away from these novels with the sense that great deeds have been 

accomplished and the world is a safer place. Instead, the novels leave the reader with a 

sense of defeat and disillusionment. 

One of the factors that contributed to the atmosphere into which the 

disillusionment could be bom was that of the public school system. Many of the young 

men who enlisted went directly from their public schools into military service and 

brought that peculiar atmosphere with them. While discussing Robert Graves and his 

memoir Good-bye to All That. Samuel Hynes points out: 

For the young Graves the emotional centre of this life was his public 
school, a place, as he tells of it, of strict hierarchies of power, of bullies 
and games-playing heroes, and of homoerotic yearnings and shame. It 
was a completely authoritarian world, and a completely male one; when 
the war came its stmcture and values were transposed, \ irtually intact, to 
that other womanless world, the Western Front—a process explains much 
about the wartime officer class, and about the things that they w rote about 
the war. (428) 

Hynes' interpretation of Graves' experience in the public school system and the 

impact of that experience on the atmosphere of the war is significant. There was, in many 

cases, a great sense of camaraderie among the men, partly due to circumstance and partly 
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because this was the type of relationship the\ were used to. It was normal for them to 

form close bonds with those w ho w ere around them. In some cases, such as the one 

presented in Frederic Manning's The Middle Parts of Fortune, this e\ en crossed class 

boundaries. 

One of the aspects to this bonding, other than the public schools, was the fact that 

man\ men enlisted together in the "Pals" Battalions." These were battalions fomied by 

men who lived in the same community or w orked for the same employer w ho enlisted 

and ser\ed together. "Nearh forty per cent of the ser\ ice and resen-e battalions created 

between August 1914 and June 1916 were raised by bodies other than the War Office" 

(Bourke 131). The military exploited the appeal of these types of units. "The slogan 

'Join the T. A. [Territorial Arm\'] so you can fight with your friends' w as effective in 

recmiting men to the Territorials" (Bourke 131). All of these bonds carried from the 

home front to the Western front ensured that, at least in the early \ ears of the w ar. the 

men would de\ elop an intense loyalty to one another. This w ould begin to break down as 

large numbers of men were killed or wounded and the core numbers decreased. 

How ever, this public school environment was most prevalent among the officers. 

who received their commissions because they were gentlemen, rather than because of any 

outstanding military prow ess. In his memoir Good-Bye to All That. Robert Graves 

discusses the importance of the en\ ironment created in the public schools. 

. . . preparatory' schoolboys live in a w orld completeK dissociated 
from home life. The\ have a different vocabulary, a different moral 
system, e\ en different \ oices. On their return to school from the 
holidays the change-over from home-self to school-self is almost 
instantaneous, w hereas the reverse process takes a fortnight at 
least. A preparator) schoolboy, when caught off his guard, will 
call his mother 'Please, matron." and always address any male 
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relafive as 'Sir', like a master. I used to do it. School life becomes 
the reality, and home life the illusion. In England, parents of the 
governing classes virtually lose all infimate touch with their children 
from about the age of eight, and any attempts on their parts to insinuate 
home feeling into school life are resented. (Graves 20) 

This public school feeling was quite prevalent in the trenches. The life there became 

reality and anything else almost did not exist. In addition, the vocabulary of the war and 

the behavior expected were quite different. Much of the vocabulary was of the public 

school variety, simply transposed to the battlefield. Men addressed each other as "lad" or 

"old boy" and certain types of behavior were expected. The irony in this is an extreme 

sense of bifurcation, which the war produced. Civilization resided next to chaos and 

heroics next to futility. This was a war, but in some ways, it was not. There were 

conveniences available to the officers, which made the war seem like a perverted version 

of their public school. Some of the packages received went from the sublime to the 

ridiculous: 

Both Fortnum and Mason's and Harrod's specialized in gift assortments 
for the front. . . . The wits of the Wipers Times [the trench newspaper] 
thought it funny that these normalities—redolent of the well-to-do 
sending off hampers of treats to boys at the better public schools— 
should persist as if nothing had changed. They printed frequent satiric 
advertisements in which 'Herod's, Universal Provider' and 'Messrs. 
Shortone and Pastum' announced their Christmas boxes and described 
such desirable novelties as 'Our Latest Improved Pattem Combination 
Umbrella and Wire Cutter.' (Fussell 66) 

While the boxes were no doubt welcome as a supplement, or indeed substitute for 

mediocre to bad military food, the fact that they were sent and received with great 

frequency, and more often than not, in good condition, is startling. Mail also came with 

great regularity. If a soldier sent in a change of address to a magazine, he continued to 

receive it (Fussell 66-67). Indeed, "The standard officers' dugout required, as an index 
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of swank, current copies of the Bystander, the Tattler, and Punch, and as a testimony to 

upper-class interests in the pastoral and in connoiseurship. Country Life and the 

Burlington' (Fussell 67). One cannot help but see these examples of "swank" in direct 

contrast to the mud and filth of the enlisted man's trench. And, despite these excesses, as 

the war progressed, the majority of the soldiers, officers and enlisted men alike, did not 

live in conditions anywhere approaching these. However, given the fact that these 

conditions were possible, it is no wonder that at first, going to war seemed little different 

from going on a rather extended school holiday. As time went on, however, the school 

holiday atmosphere faded and the disillusionment set in because, as it turned out, nothing 

went as it was supposed to. 

All of this was, of course, contributed to by the peacetime requirements for a 

commission when a candidate "had not only to distinguish himself in the passing-out 

examination at the Royal Military College, Sandhurst, and be strongly recommended by 

two officers of the Regiment, but to possess a guaranteed independent income that would 

enable him to play polo and hunt and keep up the social reputation of the Regiment" 

(Graves 88). These requirements were waived during the war, but the aura of them 

lingered in the Royal Welch Fusiliers, of which Robert Graves was a member (Graves 

88). 

The very language of the war also perpetuated this public school feel. As Paul 

Fussell points out, the young men of this war had been raised on the "boys' books of 

George Alfred Henty; the male-romances of Rider Haggard; the poems of Robert 

Bridges; and especially the Arthurian poems of Tennyson and the pseudo-medieval 

romances of William Morris" (Fussell 21). High diction was in fashion thanks to these 

25 



works and it served to present a view of warfare as both romantic and chivalrous. Fussell 

provides a useful table of equivalents which includes the following: 

A friend is a comrade 

A horse is a steed, or charger 
The enemy is the foe, or the host 
Danger is peril 
To conquer is to vanquish 
To be earnestly brave is to be gallant 
To be cheerfully brave is to be plucky 
To be stolidly brave is to be staunch 
Bravery considered after the fact is valor 
The dead on the battlefield are the fallen 
(Fussell 21-22) 

The list goes on for a number of lines, but the point Fussell makes is quite clear. Going 

to war is romantic and will embody all of the qualities of a romance novel. If a man goes 

to war, either he will die in a heroic manner or he will come back a much better person 

than he was before. The rite of passage will be completed and he will be able to call 

himself a man. 

Language will become quite significant in the literature of the Great War. Both 

Frederic Manning's The Middle Parts of Fortune and Richard Aldington's Death of a 

Hero were censored for what was considered improper language. In their attempts to 

convey the nature of the war in an accurate manner, they offended their public and had to 

temper what they wrote. Manning's expurgated novel was published as Her Privates We. 

Aldington's retained the original title, but included a number of asterisks. In fact, the 

1929 U. S. edition still contains asterisks, so the content is unknown. However, Manning 

later restored the sections viewed as inappropriate. While many of those sections seem 

linguistically tame now, the fact that he used "shit" and "fuck" with great regularity 

would have shocked an audience which lived in a world where '"he ejaculated 
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breathlessly' was a tag in utterly innocent dialogue rather than a moment in pornographic 

description" (Fussell 23). 

The linguistic deception extended to the early literature of the war. Fussell points 

out that "Modem mass wars require in their early stages a definiti\ e work of popular 

literature demonstrating how much wholesome fun is to be had at the training camp" 

(Fussell 28). Ian Hay Beith, writing as Ian Hay quite adequately fulfilled this need. His 

novel The First Hundred Thousand was written in 1915 and originally appeared "in parts 

for Blackwood's Magazine" (Fussell 28). "It gives a cheerful half-fictionalized account 

of a unit of Kitchener's Army, emphasizing the comedies of training and the brave, 

resourceful way the boys are playing the game and encountering the absurdities of army 

life with spirit and humor" (Fussell 28). In other words, the novel presented a completeK 

unrealistic picture of military life. There is an overwhelming sense that Beith, as well as 

many others, had no real concept of the tragedy of modem warfare or w hat the tme, final 

cost would be. However, he felt a need, if not a duty, to reinforce the idea that war was a 

game to be w on. a rite of passage, which though unpleasant, would soon be o\ er and the 

man w ho endured would be eternally grateful for the experience. 

In addition to the camaraderie created b\ the social stmcture the men came out of, 

the military organization itself made a concerted effort to enforce this sense of bonding. 

"The central feature in the military encouragement of esprit de corps . . . includes the use 

of uniforms, ritualized humiliation and rites of powerlessness" (Bourke 128). All of these 

features would be present in the w ar literature. How ever, they w ould be turned around. 

The British military uniforms at the time w ere know n for their extravagance and 

many men admitted to joining a particular unit because of the uniform. Joanna Bourke 
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relates the story of Reginald George Garrow who "was a seventeen-year-old clerk in 

1913 when he set eyes upon his first hussar. He recalled, 'I saw a gorgeous figure in blue 

with yellow band, red hat and clicking spurs and said to myself, "That's for me," got off 

my stool, mshed into the street and stopping the soldier I said "Could I please be like 

you?'"" (Bourke 128-29). The design of the uniforms was not random. "It was widely 

recognized that uniforms enhanced men's masculine appearance: a well-designed 

headdress made them look taller, striped on trousers gave the illusion of length in stocky 

legs, epaulettes exaggerated the width of shoulders" (Bourke 128). 

Dress was not only important to the soldiers in the ranks; the enlisted men were 

also expected to uphold a particular image. Robert Graves reports that Crawshay, the 

Adjutant, "found two things wrong with me. First of all—I had not only gone to an 

inefficient tailor, but also had a soldier-servant who neglected to polish my buttons and 

shine my belt and boots as he should have done" (Graves 72-73). In addition, Graves 

was told by Crawshay that he could not be sent to France until he "had entirely 

overhauled [his] wardrobe and looked more like a soldier" (Graves 73). The emphasis in 

all of these cases is on form rather than function. This emphasis parallels the music 

discussed earlier. The form, in many cases, was in direct opposition to the content of the 

songs. Waltz music, that was connected with all of the trappings of civilization, was 

paired with lyrics that contrasted sharply with the genteel image the music created. 

The aesthetic value of the uniform takes precedence over both the functionality of 

the uniform and the skill of the person wearing it, just as the musicality of a piece takes 

precedence over whether or not the music and lyrics complement each other. In addition, 

the admission of men to choosing a regiment because of the appearance of the uniform 
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gives them a stereotypically female attribute—being more concemed with appearance 

than pracficality. That is, the men became quite narcissisfic. This was encouraged by the 

military as a whole, who knew that "The group [the military as a whole] could only be 

adored if the individual serviceman could first admire his own body" (Bourke 128). This 

adoration for the group would apply to both the public and to the men themselves. The 

men were to admire their regiment and the public, women especially, were to admire, and 

even worship, men in uniform. This is evidenced in the music, poster art, and advertising 

at the time, which all exploit the man in uniform as a symbol of what is best about 

Britain. 

This attempt on the part of the military to inspire the troops through their attire 

did not succeed for long. Rather than being dapper, the uniforms were filthy and almost 

indistinguishable from one another. The conditions in the trenches did not lend 

themselves to keeping up appearances and the uniforms were soon all but destroyed. 

Consequently, the men wore almost literally anything they could find to replace their 

tattered gear. Regimental differences were soon obliterated in the mud of Flanders and in 

the hardships of the battlefield. 

Virtually every narrative discusses the men sitting in the trenches and killing lice 

in the seams of their uniforms. In addition, the mud in the trenches became legendary 

and men spent a great deal of time both in the mud and in an attempt to scrape at least 

some of it off As Frederic Manning reports in The Middle Parts of Fortune. "They had 

to scrape it [the mud] from their puttees and trousers with their jack-knives, and what was 

left hardened the serge to cardboard . . . . They became almost indistinguishable from the 

mud in which they lived" (Manning 183). This is quite far away from the colorful 
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uniforms of the peacetime army. In addition to the mud. there were the lice. When "the 

weather grew colder . . . they wore their cardigans; then leather jerkins, lined with fleeces 

of thick serge, were issued to them, and in the resulting warmth the lice increased and 

multiplied beyond imagining. It was some weeks before they could get a bath . . .." 

(Manning 183). These were not the conditions the army or the men had anticipated. In 

fact, the military did not think they would have to really cope with the long-term effects 

of life on the battlefield since the war which began in August was to have been over by 

December. This, of course, did not happen and the uniforms that were supposed to bind 

the men together only grew muddier and more ragged as the war progressed. 

The humiliation inflicted on the enlisted men by the officers served to bind them 

together even more tightly and, rather than make them loyal to officers, turned them 

against those who were the worst offenders. In addition, the powerlessness the men felt 

made them resent the war and the "Old Men" who were controlling it more than ever. 

Hynes also points out that this world was "a completely male one" (428). 

Obviously, there were no significant women in the private boys' schools and no women 

in the military. This was a man's world and women had their role at home, at least until 

they started working in the field hospitals. However, with the exception of Aldington, 

there are no significant women in the novels discussed. Mothers are written to and there 

is talk of the girl back home, but the primary focus for both Manning and Blunden is men 

and their life together. Aldington is concemed with women—George Winterboume's 

mother, wife, and mistress all play disastrous roles in his life. The feeling of the novel 

seems to be "if women weren't so interfering, life would be so much easier." Therefore, 
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although Aldington has women in important roles in his no\ el. they are not a positi\ e 

force for the men involved. 

The primary locafion of women as a positi\ e force in this male-dominated society 

is in the hospitals. The correspondence and other records present an adoration of the 

women by the soldiers. The outpouring of admiration would seem contrived were it not 

so prevalent. However, it must be emphasized that women played virtually no role 

beyond that of caregiver and stereotyped homefront supporter. This is the role that was 

encouraged for women. Their main role was to wait bravely at home for their men to 

return, as government poster campaigns encouraged. Also, all of the people on the home 

front received heavily modified news reports because of the Defense of the Realm act. 

These actions served to keep the population ignorant about the tme nature of the war. 

During the early part of the war especially, a huge gap was created between the 

knowledge that the soldiers had and that which the general public had. 

In Frederic Manning's 1929 novel The Middle Parts of Fortune, the soldiers are 

not nearly as naive as their families and friends back home. In an extended conversation 

among Weeper Smart, Bourne, Madeley, and Pacey, they discuss both what they think of 

the war, the "brass hats" and the opinions of those at home. One of their topics is what 

they are actually fighting for. 

Percy comments: 

'I've got nowt to say again Mr Rhys, 'e talks about liberty, an' fightin' for 
your country, an'posterity, an' so on; but what I want to know is what 
all us 'ns are fightin' for....' 
'We're fightin" for all we've bloody got,' said Madeley bluntly. 

'An' that's sweet fuck all,' said Weeper Smart. 'A tell thee, 
that all a want to do is to save me own bloody skin. An" the 
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first thing a do, when a go into t' line, is to find out where t' 
bloody dressing-stations are; an' if I can get a nick blighty. 
chaps, when once me face is turned towards home, I'm 
laughing. You won't see me bloody arse for dust. A'm 
notproud....' (Manning 150) 

It is clear from this exchange that not only are the men not terribly sure why they are 

fighting, but Weeper, at least, is willing to more than likely get a self-inflicted wound in 

order to go home. What might be questioned is whether or not these men are typical. 

Manning makes it a point of dealing with the ordinary soldiers. These are men who are 

not necessarily ambitious, but they are not slackers, either. They are ordinary soldiers 

who are expressing attitudes that were more than likely more common than the upper 

echelons would like to admit. 

Another aspect to this conversation, which adds credence to the fact that these are 

not mutinous malcontents, is their absolute intolerance for anyone who has not enlisted. 

Glazier asks: 

'Why should us'ns fight an' be killed for all them bloody slackers at 'ome? 
It ain't right. No matter what they say, it ain't right. We're doin' our duty, 
an' they ain't, an' they're coinin' money while we get ten bloody frong a 
week. They don't care a fuck about us. Once we're in the army, they've 
go us by the balls. . . . We want to put some 'o them bloody politicians in 
the front line, an' see' em shelled to shit. That'd buck their ideas up.' 
(Manning 151) 

This intolerance for the "slackers" and "conchies" [conscious objectors] is present 

throughout this conversation. In addition, there is definite resentment at the very high 

wages being paid civilians who have taken jobs soldiers had before the war. The opinion 

is that the civilians are doing little work for unreasonably high wages while the soldiers 

have volunteered, in most cases, to do the dying. This resentment is quite 

understandable, but the opinions expressed by these soldiers are at odds with the 
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sentimental picture of the soldier that the popular music painted. These are not clean, 

scmbbed men who are full of patriotism and clean living. Rather, they are lousy, one is 

being treated for venereal disease, they use "improper language and they would even go 

so far as to give themselves wounds in order to get out of the army. They are very aware 

that there is a good chance that they will die and die horribly. In addition, the order for 

their latest offensive has stated plainly that they are not to stop to help any wounded 

soldiers. This does not sit well with any of them. In addifion, while their corporal cannot 

sanction their vocal intent to disobey this order, he does not say anything to discourage 

them. 

This hostility would be the exact opposite of what the military would be trying to 

encourage, at least in terms of certain facets. The men were united, but they were united 

against those who kept the war going without any noticeable progress being made and 

without any clear understanding of the conditions the men were living and fighting in. In 

addition, it also united them against those who were working for high-wage jobs at home. 

While there was definite cause for this resentment, the fact remains that there were 

certain jobs, which were still off-limits to women, and someone had to stay at home and 

do them. 

Richard Aldington presents one of the more cynical portrayals of the life of the 

soldier in his 1929 novel Death of a Hero. The novel begins with the death of George 

Winterboume, an Army subaltern in his mid-twenties. As the narrator informs the reader, 

"The small interest created by this item of news [the announcement of Winterboume's 

death] would have surprised even George Winterboume" (Aldington 3). This is not the 

type of opening a reader expects. After all, the dfle of the novel is Death of a Hero. 
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What is heroic about a man's death not causing any particular ripples? What is heroic 

about a death that is not particularly noticed, much less mourned? That, indeed, is 

Aldington's point. The title is hideously ironic and plays upon the greatest myth of the 

war—that of the soldier as hero. Some of the reacfions to Winterboume's death are 

worth an examination. 

First, observe his lovely mother. According to popular culture, women gladly 

sent their sons, husbands, brothers, and assorted other off to the front. Posters such as the 

"Women of Britain Say—'GO!'" and the "Women of London, Is Your Best Boy in 

Khaki?" present ample evidence of this. In addition, the sheet music presents yet another 

image of the mother gladly sending her son off to fight and perhaps die. In Virginia 

Woolf s Mrs. Dalloway. Clarissa's role model is Lady Bexborough, who opens the 

bazaar with the telegram informing her of her son's death clutched in her hand. Even in 

L. M. Montgomery's juvenile novel, 'Rilla of Ingleside. women who do not have male 

relatives to send to the front feel left out, even while knowing that they are probably 

lucky they do not have to possibly wait for whatever news might come. 

However, Aldington's portrait of a mother in mourning would be worthy of a 

Victorian melodrama, were it not so tragic. When the telegram comes, Mrs. 

Winterboume is "yawning over her twenty-second lover" (Aldington 5). The telegram 

provides an occasion for her to engage in the "drama in private life" of which she is fond 

(Aldington 6). After a faint and initial shock, she places a call to her husband in London: 

'Trrmnks. (Sob.) Give me Kensington 1030. Mr. Winterboume's 
number, you know. (Sob.) Our darling son—Captain Winterboume, 
-has been killed by those (sob) beasts. (Sob. Pause.) Oh, thank you 
so much, Mr. Cmmp, I knew you would feel for us in our trouble. 
(Sob. Sob.) But the blow is so sudden. I must speak to Mr. 
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Winterboume. Our hearts are breaking here. (Sobissimo.) 
Thank you. I'll wait fill you ring me.' (Aldington 6-7) 

Part of the horror of this passage is that there were, no doubt, thousands of people who 

made telephone calls nearly identical to this one and were genuinely heartbroken ov er the 

news which they had received. The preceding information describing Mrs. 

Winterboume's state of mind and the parenthetical editorial comments, however, make it 

clear that hers is not sincere grief This so-called "hero" dying without even his mother 

tmly grieving for him is part of what makes Aldington's point so causfic. During the 

war, mothers were revered and much of the war propaganda was directed towards them. 

Aldington tums this image upside down in order to make a point about both mothers and 

sons. First, the mothers were not all the Madonna-like figures they were made out to be. 

The majority probably did genuinely grieve the deaths of their sons. However. Mrs. 

Winterboume no doubt had company in her attempt to wring as much sympathy out of 

the situation as was possible. Aldington could also be making a point about the 

propaganda concerning the grieving mother as the bravest person in Britain. No doubt 

that the propaganda agents also played upon the image of the mother making the grandest 

sacrifice to the nation by giving up her son for the war as a clever propaganda move. 

After all, who could not be moved by the image of a brave mother giving up her son? 

The guilt feelings of a nation were played upon with great success. 

Mrs. Winterboume's reacfion is in direct contrast to those of the mothers in "I'm 

Glad My Boy Grew Up to be a Soldier" and "Your King and Country Need You More 

Than I Do." These mothers exhibited the peculiarly British phenomenon of the stiff 

upper lip. While there might have been some sniffing, they were quite far from being 
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prostrate with grief and neither would have dared let a "sobbissimo" cross their lips. 

Both the reactions of Mrs. Winterboume and those of the musically represented mothers 

are unrealistic. And, as in most cases with extreme examples, the tme reactions probably 

fell somewhere in between. The after-effect of both of these reactions is two-fold. First, 

the examples serve to highlight the ridiculousness of the myths which were perpetrated 

about the nobility of having a loved one die in combat. Second, however, they do 

trivialize the very real grief of a number of families. While this might not surprise 

Aldington, and indeed, his intent in his portrait of Mrs. Winterboume is quite evident, the 

songwriters would probably be at least somewhat surprised. After all, their goal was to 

build public morale, not tum an icon into a caricature, but, however inadvertently, they 

did. 

Second, the majority of the sons who died were not heroes. Rather, they were 

men who simply died in combat without doing anything particularly heroic. And, while 

the telegram is supposedly from "the King and Queen " (7), their royal highnesses 

probably had no idea they had even sent one. The standard telegram was simply sent out 

to hundreds of thousands of families during the course of the war. Therefore, while Mrs. 

Winterboume makes great play of the fact that she has received the news from the royal 

family, she has actually received a form letter. And, her son has done nothing that could 

be considered out of the ordinary in a combat situation. 

Aldington used his macabre sense of humor to point out that the grief expressed 

by many was probably not as sincere as it might have been. Coming out of the Victorian 

era, the population still adhered to the principles of mourning that had been adopted. 

Thus, an appropriate display of grief was expected. To have one's son die young and in 
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combat meant that an even greater show could be put on. No doubt. Aldington meant to 

make fun of the people who went out of their way to exploit the situation. Mrs. 

Winterboume is ridiculous. However, he makes the even greater point that the people 

who probably did not make such a public display of their grief more than likely received 

much less attention, but possibly grieved more than those who were more vocal. 

Mrs. Winterboume is also a personification of the Victorian sense of duty. She 

had a duty to be prostrate with grief, therefore she was. Her son was a soldier; therefore, 

he had to die a hero. No matter what happened, he was a hero. Aldington exploits both of 

these aspects throughout the novel. While the Winterboume's appear fairly typical, they 

are not. The collective mask that the family wears hides very peculiar people who keep 

up appearances in order to maintain their position in society. 

This is not what typically heroic novels are supposed to do. They are to make the 

reader believe that good will triumph over evil and that the act of stmggle is in itself 

glorious. In addition, the force for which the brave hero fights is supposed to be good 

and worth fighting for. What World War I did was alter this scenario radically. The 

stmggle became sordid as writers described scenes in the trenches and on the battlefield. 

They wrote not of shouts of victory, but of the moans of the wounded and dying in No 

Man's Land. Warriors were not carried out on their shield, but were hanging on the 

barbed wire or literally disintegrated by mortar fire. Moreover, they were not buried in 

triumph with their comrades in arms standing by. Rather, they were put in mass graves, 

often with no marking. Men often stumbled over the rotting bodies of their comrades 

because they did not have time to bury them. 
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In what was probably the most poetic novel of the war, Edmund Blunden 

described the conditions of the trenches. In one situation, the men were sent to a trench 

called St. Martin's Lane. "It was blasted out by intense bombardment into a broad 

shapeless gorge, and pools of mortar-like mud filled most of it" (130). The trench system 

described here is quite different form the "famious exhibition trenches dug in Kensington 

Gardens for the edification of the home front" (Fussell 43). These were neat, clean, and 

nothing like what the men would eventually face. Blunden continues: 

They [the soldiers] were not yet at the worst of their duty, for the 
Schwaben Redoubt ahead was an almost obliterated cocoon of trenches 
in which mud, and death, and life were much the same thing-and there 
the deep dugouts, which faced the German guns, were cancerous with 
torn bodies, and to pass an entrance was to gulp poison; in one place 
a corpse had apparently been thmst in to stop up a doorway's dangerous 
displacement, and an arm swung stupidly. Men of the next battalion were 
found in mud up to the armpits, and their fate was not spoken of; those 
who found them could not get them out. The whole zone was a corpse, 
and the mud itself mortified. (130-131) 

The language Blunden uses in this section is telling. He describes as being "cancerous," 

implying that this is not a temporary condidon. Rather, the condition is long-term and 

deadly. Like the war, the situation in the trench will continue with no visible end in sight. 

Moreover, like a cancer, it will eat away at the men exposed to it. The treatment of the 

corpse is also significant. Not only is the soldier not buried, his body is further 

desecrated by being used as a doorstop. The soldiers have become so accustomed to the 

corpses that they make use of this one in a rather macabre manner rather than bury it. 

Contrasting with this is the scene of the men trapped in mud. Their comrades cannot 

extricate them and they apparently die a horrible death. The juxtaposition of the 

ridiculous use of the corpse and the men whose "fate was not spoken of provides a sharp 
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commentary on the war itself Men receive no dignity in death, no matter how they die. 

Their bodies may be used as doorstops, or their deaths may be so horrible that no one can 

bear to speak of them, but in both cases, overt glory is lacking. There is nothing dignified 

about either of these descriptions; they are simply sad. 

Blunden ends this description by stating that "the whole zone was a corpse, and 

the mud itself mortified." The image generated by the author's word choice is powerful. 

It conjures up a land that is literally made of corpses. "Mortified" comes from the Latin 

mors, meaning death. Thus, in this usage, the mud is putrefying. Rather than simply 

stating that there are numerous corpses in the trench, Blunden makes sure the reader is 

aware that the dead literally saturate the land. No matter where the soldiers tum, they 

cannot escape the bodies of their dead comrades. 

Like both Aldington and Manning, Blunden describes a war that is quite different 

from the one anticipated in the popular music. And, like the others, he "experiences a 

gradual but inexorable loss of innocence not because he's Blunden, or a poet, or shy, or 

sensifive, but because he's a member of the battalion" (Fussell 260). Paul Fussell's 

statement is critical to the understanding of the shift taking place in literature at this time. 

The point being made is that all men who fought in the war were changed by it, not just 

those who were deemed "sensitive." Consequently, vulnerable heroes became possible. 

No longer were the men who were vulnerable also necessarily effeminate or lacking in 

courage. Instead, they were simply men who had been through horrifying experiences 

and had been changed by them. 

When the soldiers came home, it was not amid shouts and cheers. Many of the 

men came home without one or more limbs or horribly scarred. These were not the 

39 



heroes that were expected. Instead, these were broken men who did not look, or in many 

cases act, heroic. Instead of being welcomed by their society, they were shunned. No 

one really knew what to do with these men who no longer resembled the heroes of an 

earlier, more irmocent time. 
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CHAPTER III 

KYRIE ELLISON 

World War I ended formally on November 11. 1917. Howe\ er. formal closure 

did not assure that the war was actually finished in a psychological sense. Effects on 

society were far-reaching and profound. Change in the nature of literature w as apparent 

in both popular and "literary" fiction. An examination of the literature published in the 

1920's and 1930's indicates that the tenor of the novels changed. While tangible evidence 

of the war was still there, also present was an intangible feeling that the world itself had 

changed. Novels were darker in many ways. Although not every novel written during 

this period was a dark, brooding work of fiction, many did ha\e a sense about them that 

life and ci\ ilization were no longer taken for granted as they might ha\ e been before the 

war years 

The other significant change that took place was in the nature of the hero. Gone 

were the pseudo-Arthurian knights of past literary works. Replacing them were wounded 

men trying to adjust to a world which did not completely understand what had been 

taking place for four years and which was trying both to adapt to the new circumstances 

and to recapture a part of the civilization which had been lost. 

The motif permeating the literature of this time is that of the soldier wounded, in 

either body or mind. In the cases of Virginia Woolf s Mrs. Dalloway . D. H. Lawrence's 

Lady Chatterley's Lover (1928) and Dorothy L. Saver's Busman's Honeymoon (1937). 

the wounding is primarily psychological. The hidden w ounds are corrosi\ e. not only to 

the individuals, but also potentially to society as a w hole. The fact that society makes a 

41 



great attempt to deny that the wounds exist only exacerbates the problem. Rather than 

providing a solufion, this denial leads to cynicism on the one hand and a complete 

misunderstanding of war on the other. And. while the govemment of Britain would 

eventually go to remarkable lengths to try to pre\ ent World War II. the general 

populafion would once again view the soldier as a modem-day knight in armor. Only at 

the end of World War II, when the full impact of the horrors that men could unleash upon 

each other was seen, was some sense of reality achieved. 

Stark reality was not possible immediately following the end of the Great War. 

Instead, a \ eiled reality w as produced. While writers such as Woolf. Law rence, and 

Sayers were belie\ able in their portrayals of the soldiers who had been wounded, an air 

of unreality still exists about them. While Septimus Smith does commit suicide, there is 

none of the literally bloody reality that slowly creeps into later fiction, such as in D. M. 

Thomas's The White Hotel (1981). And, while Sayers' Peter Whimsey does suffer from 

what is now referred to as Post Traumatic Stress Disorder, his is a polite \ersion which. 

while distressing and horrible, does not violate the bounds of acceptable beha\ior. 

In The Three Guineas (1938). Virginia Woolf discusses the importance of a 

photograph of a dictator. She belie\es that people find such a photograph disturbing 

because "it suggests that we cannot dissociate oursehes from that figure but are oursehes 

that figure. It suggests that we are not passi\e spectators doomed to unresisting obedience 

but by our thoughts and acfions can ourseh es change that figure" (142). Such was the 

uncomfortable situation that Britain found herself in in the years following the war. 

Suddenly, no one could dissociate him or herself from the war. No one could claim 

ignorance of the war or of the destmction that was wrought. Rather, despite the 
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censorship in the press, people were aware of what happened on the Continent and while 

they made an attempt to deny just how horrible the situation had been, the soldiers who 

were in their midst were a constant reminder of the war and its destmctiveness. 

Adding to this sense of destmction was the fact that no bodies w ere retumed from 

the war. "In 1916, the British govemment decided that solders would be buried where 

they died; families would not have the right to demand the return of combatants' bodies 

for burial" (Booth 24). In a world that still bore lingering traces of the Victorian era. lack 

of the ability to completely mourn would have created significant problems. And, the 

psychological difficulties associated with knowing someone is dead but not being able to 

actually bury that person are significant. There is a sense that closure cannot be complete 

because the death is not completely real. All the families and friends of the dead could 

do was imagine how their loved ones had died. 

Kathryn Mansfield addresses the problem of closure in her 1922 short story, "The 

Fly." Old Mr. Woodifield is paying a call on "the boss." In the course of their 

conversation, Woodifield mentions the fact that his daughters had been in Belgium the 

week before "having a look at poor Reggie's grave" (345). They discovered that Reggie's 

grave was "quite near" (345) that of the boss's son's. The boss's reacfion to this news is 

what one might expect: he makes a few obligatory comments to his guest, sees him out, 

and then tells his office manager that he is not to be disturbed by anyone for a half-hour. 

Although his son has been dead over six years, Woodifield's remark "had been a terrible 

shock" (346). "The Boss" then recalls the feelings he had regarding his only son in the 

days and years following his death in the war. "In the past, in the first months and e\ en 

years after the boy's death, he had only to say those words ['My son'] to be overcome b\ 
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such grief that nothing short of a violent fit of weeping would relieve him. Time, he had 

declared then, he had told everyone, could make no difference" (346). However, this 

fime he is unable to cry. "He wasn't feeling as he wanted to feel" (347). Rather, he is 

calm. The boss decides to look at the photograph of his son in hopes that that will stir up 

the deep emotions he wishes to feel. It does not. 

The only object in the room that can stir emotions in him is the sight of a fly 

stmggling to get out of the inkpot. The boss picks the fly out of the ink and initially 

intends to kill it. Instead, he becomes fascinated with the fly's attempts to clean itself 

When the fly is clean, the boss allows another drop of ink to fall on it, to see if it will 

persevere. It does through even a second and third drop. However, the fourth drop is too 

much and the fly dies. Mansfield uses the fly as a metaphor for the boss and, by 

extension, for many people who had lost people they loved in the war. The boss can 

endure the overwhelming grief for only so long. Then, rather than cause him to react, the 

grief causes an emotional paralysis. He has cried all he is capable of crying. The active 

part of his grief is now over. Left in its place is an emotional numbness, which he cannot 

overcome. Part of this, Mansfield implies, is connected to the boss's never having visited 

his son's grave in Belgium. There is no concrete picture in the boss's mind of what his 

son's grave looks like. He has relied, one can assume, on pictures, which might have 

appeared in newspapers or magazines. Closure cannot occur because a concrete picture of 

the grave does not exist. The grave is not real because he has not seen it. While the boss 

knows intellectually that his son is dead, emotional knowledge is impossible because the 

grave is an abstract concept. 
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The mutilated from the war intmded into this w orld. Their scarred faces and 

missing limbs would be a constant reminder of the war and those who had lost family 

members and friends would probably wonder how mutilated their brothers, fathers, or 

husbands were when they died. It is no wonder that the mutilated did not feel they were 

welcome in this society. The combinafion of Victorian revulsion at the physically 

imperfect coupled with the questions people had about the manner in w hich others died 

would have been a terrible combination. While people might feel compassion for those 

who had been wounded, they would not want them in their midst as reminders. As Anne 

McClintock points out, "A characteristic feature of the Victorian middle class was its 

peculiarly intense preoccupation with rigid boundaries" (33). During World War I. the 

boundaries established in the nineteenth century were destroyed. 

Following the war, society tried in vain to reconstmct those boundaries. Virginia 

Woolf concluded that "the public and private worlds are inseparably connected; . . . the 

tyrannies and servilities of the one are the tyrannies and servilities of the other" (Three 

Guineas 142). In other words, separations between particular people, ideas, and cultural 

situations were no longer possible. Public and private had merged and nothing could 

separate them again. 

Thus, if literature was going to be an accurate representation of the times, then it, 

too, had to merge public and private space. Characters who would have been, like 

Antoinette Bertha Mason, confined to an attic, were suddenly exposed to public view. 

While the exposure was not as blatant as it would be following the Vietnam War. 

considering the previous lack of attention or negative attention paid to those who were 

mutilated, either mentally or physically, the change is dramatic. Septimus Smith and 
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Clifford Chatterley are not exactly positive characters, but they are not completely 

ostracized by society. In addition, both are married, something which would not ha\e 

been seen as possible immediately following the war. Both of the marriages are troubled. 

however. In addition, the difficulfies divide along class lines. Clifford, as a member of 

the aristocracy, is not particularly mentally troubled by his injury. He is not pleased 

about it, but he is accepting, as would befit his class. 

Certain sections of the medical profession provided a socio-cultural 
explanation for these distinctions. According to them, privates 
experienced hysteria because of the conflict between two primal instincts: 
self-preservafion and the esteem of the herd. This conflict was settled by 
the occurrence of some disability—paralysis, mutism, contraction, 
anaesthesis—that incapacitated them from further participation in the 
conflict, thus removing the clash between instinct and duty. It was alleged 
that the more highly educated officers were less able to be con\ inced by 
this cmde solution. Public school training and military discipline taught 
them to suppress their instinct of fear. Therefore, they experienced 
anxiety neuroses. As Major-general Sir W. P. MacPherson and his team 
summarized it: 'Any soldier above the rank of corporal seemed possessed 
of too much dignity to become hysterical.' For military authorifies, 
hysteria was more likely to conceal cowardice. (Bourke 112) 

This parallels the attitude about women and mental illness from the 19 century. 

Men went insane; women became hysterical. This assessment was completely gender-

based. Because of their supposedly more fragile make-up, women were not able to 

tolerate the stresses of everyday life and therefore had to be shielded by their male 

relatives and husbands. This same logic was applied to the rank-based assessment of 

mental illness following World War I. Men of the lower classes simply did not have the 

capacity to cope with the stresses associated with war and were therefore more likely to 

suffer from the more demeaning forms of mental illness. 
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Virginia Woolf s Mrs. Dalloway presents a prime example of the changes that 

have taken place in society and the class-based disfinctions that sfill govern it. Clarissa 

Dalloway is planning a party of the old-fashioned sort. Dignitaries are coming and she 

wants all of the preparations to be perfect. After all, she is giving the party in hopes of 

advancing her husband's political career. Her attention to the details of her party is 

almost quaint. The atmosphere she is trying to create evokes an earlier, more innocent 

age when her guests would have been much less aware of the world outside of their own 

sphere. However, this age is gone and as much as Clarissa tries to recreate it, her efforts, 

in the end, are futile. Reality encroaches in the form of the suicide of Septimus Smith, 

which is a paradigm for the entire world after the war. In her diary, Woolf wrote that she 

would "adumbrate here a study of insanity and suicide; the world seen by the sane and 

the insane side by side—something like that" (Writer's Diary 51). She presents a society 

that tries to forget the war and its horrors, but it kept encroaching. If it is not the 

newspaper reports, it is the wounded soldiers seen on the street or the memories of the 

hardships of those years. 

In Mrs. Dalloway. Septimus Smith is the manifestation of the large rents that have 

appeared in the fabric of the hero. He "was one of the first to volunteer. He went to 

France to save an England which consisted almost entirely of Shakespeare's plays and 

Miss Isabel Pole in a green dress walking in a square" (130). While he was there, 

Sepfimus "developed manliness" (130). Thus, he becomes, at least for a few moments, 

the traditional hero. He leaves his own country in order to fight for what he believes in. 

This rite of passage is supposed somehow to change him for the better and make him a 

more valuable part of society. 
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Like his fellow soldiers, Septimus enlisted because he had an ideal in mind. 

England called him and he answered the call quite willingly because that was what he 

was raised to do. Once in the trenches, Septimus "developed manliness: he was 

promoted; he drew the attention, indeed the affection of his officer, Evans by name" 

(130). Again, Woolf has created a hero who is no different from the men around him. 

Like them, he was a patriot with dreams of becoming a hero. When "Evans [his 

commanding officer] was killed, just before the Armisfice, in Italy, Septimus, far from 

showing any emotion or recognizing that here was the end of a friendship, congratulated 

himself upon feeling very little and very reasonably" (130). Here begins his decline. The 

survivor guilt lurks in his sub-conscious and when it emerges, takes him completely by 

surprise. After all, "he had gone through the whole show, friendship, European War, 

death, had won promotion, was still under thirty and was bound to survive" (130-131). 

After he returns to England, his life becomes an emotional blank and he wonders if "it 

might be possible that the world itself is without meaning" (133). 

It is this fear of a lack of an ability to feel or see any meaning in the world that 

causes him to seek treatment first from Dr. Holmes, a general practitioner. Holmes is 

concemed about weight and hobbies, prescribes bromide and flirts with Septimus' wife 

Lucrezia. He also proclaims that "there [is] nothing whatever the matter" (137). After 

all, Sepfimus has no outward symptoms of any physical illness. In Holmes' limited 

world, this can only mean that there is nothing the matter that a little bromide and a pep 

talk will not cure. 

The mental illness that Septimus suffers from is described in detail in the novel. 

His wife Lucrezia is exposed to the dark side of the war experience. Rather than come 
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back sane, her husband returns with what psychiatrists now call Post-Traumatic Stress 

Disorder. While she tries to be sympathetic, she is also puzzled and angry. Although she 

realizes his best friend Evans' death in combat was traumatic, she does not understand 

why it had such a profound impact on her husband. After all. "every one has friends w ho 

were killed in the War" (99). Since his time home, he "had grown stranger and stranger. 

He said people were talking behind the bedroom wall" (100). If this were not enough, he 

"saw faces laughing at him, calling him horrible disgusfing names, from the walls, and 

hands pointing round the screen. Yet they were quite alone" (100-101). In another 

instance, "a sparrow perched on the railing opposite chirped Septimus, Septimus, four or 

five times over and went on, drawing its notes out, to sing freshly and piercingly in Greek 

words how there is not crime and, joined by another sparrow, they sang in voices 

prolonged and piercing in Greek words" (36-37). 

The mental illness that Woolf describes is very close to that which she suffered. 

In her memoir, "she speaks of a night when she lay awake 'horrified,' 'hearing, as I 

imagined, an obscene old man gasping and croaking and muttering senile indecencies'" 

(Lee 173). She believed "Sepfimus should not only be 'founded on me' but 'might be left 

vague—as a mad person is—not so much character as an idea'" (Lee 188). He does 

become, in some ways, an idea more than a character. Septimus is an icon of the post-

World War I era. His mental illness is similar to that suffered by thousands of returning 

soldiers "By the end of the war, 80,000 cases of war neuroses has passed through the 

army hospitals" (Bourke 109). Woolf s use of her own experiences adds a layer of 

verisimilitude to the novel. While she had not served in the w ar as a soldier, she did have 
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experiences with mental illness. Thus, she was a civilian uniquely qualified to constmct 

a character that retumed from the front and slowly went insane. 

The experiences Septimus has with members of the medical community also 

parallel Woolf s. "During her life she, and Leonard on her behalf consulted at least 

twelve doctors" (Lee 178). Part of their difficulty stemmed from the fact that the doctors 

simply did not know how to treat the mentally ill. "Leonard's view that the doctors he 

consulted between 1913 and 1915 'had not the slightest idea of the nature or cause of 

Virginia's mental state' and 'no real or scienfific knowledge of how to cure her'" (Lee 

178). As Hermione Lee points out in her biography of Virginia Woolf, "Not unfil the 

First World War and the experience of shell shock did 'the era of psychiatric modernism' 

come to England" (178). Despite the advent of psychiatry. Both Woolf and Sepfimus 

were living in the early days of evaluation and treatment. Consequently, methods and 

medications had not been perfected; the treatments they received were primitive and not 

necessarily helpful. 

The second physician Septimus consults is Sir William Bradshaw in Harley 

Street. Interestingly enough. Sir William knows there is something seriously wrong \\ ith 

Septimus, but he has no idea how to treat it other than with bed rest in one of his country 

homes. While this might have been an adequate cure for exhaustion, it is not even 

approaching appropriate action for what psychiatrists now refer to as post-traumatic 

stress disorder. However, in defense of Sir William, no one had any idea how to cope 

with a patient in Septimus' condition. The modem warfare brought with it modem 

methods of producing mental illness. Because the rest cure was the standard treatment 

for everything from hysteria to post-partum depression. Sir William probably thought it 
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could cure Sepfimus of his hallucinations and depression, also. This is not the case, and 

Sepfimus finds his own cure by hurling himself onto the spiked railings around Mrs. 

Filmer's house. 

This type of end for Sepfimus is less than heroic. After all, would King Arthur 

simply throw his life away? Traditional heroes are to confront their enemies, defeat 

them, and come out stronger than before. As Woolf realizes, this model will no longer 

stand up to close scmtiny. The men who retumed from World War I were maimed, many 

of them physically and possibly even more of them mentally. "The Great War was the 

first large-scale military operation in which mental breakdown played a significant role" 

(Showalter 62). Thus, it is not unusual that Woolf would use this trope in her novel. In 

fact, it would be more unusual if her hero who retumed from the war did not suffer any 

lasting trauma. The reader is left to ask if Dr. Holmes is right to call Septimus a coward 

when he witnesses the jump. Alternatively, is one to take the side of Clarissa Dalloway 

and view the death as "defiance" (280)? An entire generation would ask that question. 

This type of ending for a novel would have pleased the traditionalist. This is not 

one of the heroic endings that glorify battles and great deeds. Rather, Septimus' death is 

useless and becomes a symbol of a wasted life. By constmcting the character of 

Septimus the way she did, Woolf creates a new archetype for the hero. Rather than being 

someone who is nearly impervious to the stresses of the world itself, this hero is a part of 

the world and must act and react accordingly. Consequently, rather than dodge the 

bullets, Sepfimus is directly in their path. This creates a character that more accurately 

reflects the tme nature of the fimes in which they live. In addition, and somewhat sadly, 

this change also signals an end to the spun glass world in which less vulnerable heroes 
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could chase their dragons and defeat them. In this new world, the dragons more often 

defeat the men, and it is only through luck that any of them survive. 

Iri Lady Chatterlev's Lover D. H. Lawrence has yet another solution to the 

problems brought about by the end of the war. Lady Bennerley, a friend of the 

Chatterley's, believes '"So long as you can forget your body you are happy . . . And the 

moment you begin to be aware of your body, you are wretched. So. if civilization is any 

good, it has to help us to forget our bodies" (77). This is an especially ironic statement 

when one considers the fact that Clifford Chatterley is in a wheelchair because of the 

injuries he sustained in World War I. In addition, this idea dovetails with the bodily 

devastation that had taken place: the injured cannot forget their bodies and neither can 

society. Therefore, if one follows the logic of Lady Bennerly, everyone is indeed 

"wretched." Society itself is unable to reconcile the image of the vital young soldier with 

that of the soldier who is missing limbs or is otherwise horribly mutilated. 

In Lady Chatterley's Lover. Clifford is confined physically, but he still has his 

mental abilities. However, all of the emotion in him is exhausted. He is unable to see 

that Connie, his young wife, is dying, at least emotionally, from a lack of any warmth or 

affection from him. While she tries to deny that she is lacking anything in her life, her 

sister Hilda, among others, sees that Connie is slowly becoming inert. 

Lawrence uses a reversal of roles in the novel. Chatterley, the aristocrat, is sterile 

and incapable of any of the tme depth of feeling which is supposed to be a part of his 

breeding. The one person of feeling is Mellors, the lower-class gamekeeper. Clifford 

resents him because he rose in the ranks of the army to lieutenant despite his lack of 

standing in society. Mellors is also able to manifest chameleon-like characteristics as 

52 



both a laborer with a thick accent and as a well spoken near-gentleman; Clifford is unable 

to be anyone other than who he is. Much as he might try, he cannot comfortably mix 

with the laborers in his coalmines or with anyone else not of his social class. Rather than 

being able to blend like Mellors, Clifford stands out not only because of his wheelchair 

but also because of his inability to communicate with people who are out of his social 

realm. While his gamekeeper is more than happy to have an affair with Connie, Clifford, 

even if he were not injured, would never be able to even consider having an affair with a 

woman whom he considered beneath him. When Connie approaches him about having a 

child who could possibly be the male heir to Wragby Hall, Clifford is amenable until he 

discovers that her lover is someone of an inappropriate social class. He cannot even 

consider the fact that someone of a lower social rank might be a better person than he is. 

For him, that is simply impossible to imagine. The boundaries that Clifford has 

established in his life are destroyed. He possibly thought he could not be permanently 

injured because he was one of the upper-class officers in World War I. Instead, he came 

home in a wheelchair. In a sense, he is emasculated. The control that he has over his life 

and, indeed, his body is limited. The physical as well as social superiority that he 

believed he possessed is gone. 

In terms of Victorian beliefs, Clifford is, in many ways, a woman. He is 

physically weak; his world consists, at least initially, of his home and the grounds 

surrounding it. He is pampered and humored as many women are; sexually, he is 

nothing. While Connie asserts that he could father a child, sexual intercourse is 

apparently not considered. Obviously, he and Connie do not share a bedroom, e\ en 

occasionally. Physical closeness of any kind does not exist between them. Clifford does 
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not make any effort to provide Connie with any of the normal physical bonds which two 

people might normally share. Rather, he is more like a Victorian w ife w ho considers 

sexual intercourse bestial and a burden which she would rather not have to bear. Connie. 

however, is capable of becoming a sexual being through her relationship with Mellors, 

which provides for a reversal of roles from that of an earlier society. Rather than the 

husband straying in an attempt to gratify his "bestial" pleasures, often with the wife's 

unspoken approval, Connie gives in to her physical needs and Clifford actually gives 

spoken approval, until he finds out who her lover is. Then, because Mellors is of an 

unacceptable social class, the approval is withdrawn. 

Mellors' behavior is puzzling. He can speak with a broad accent and become a 

laborer, or, he can speak and act like the gentleman he was not bom to be. This is a 

manifestation of Lawrence's own sense of division about both war and social class. He is 

betwixt and between on both issues. When Lawrence writes about Mellors, he is also 

writing about himself Strangely enough, Lawrence also ends up representing the view s 

of the nation. Feelings about the war are divided, especially after it is over. It was a 

glorious little war, but there was so much destmction, people seemed to be trying very 

hard to convince themselves that the result had been worth the cost. While the war did 

draw people together, it also destroyed families. The class movement that started to take 

place was also the proverbial two-edged sword. The movement did mean that people 

who might have been lower class or lower middle class were able to move up. The 

problem, however, was rejection by the upper classes. And, while no doubt many would 

argue that in the long mn this new social mobility was a positive situafion, in the short 

54 



mn it created the expected uneasiness in society and the types of awkwardness which 

Lawrence addresses. No one really knew how to react to anyone else. 

Lawrence exploits the societal awkwardness created throughout the novel. Rather 

than have relationships get easier as they go along, for the most part, these become more 

strained. Instead of growing closer through their married life, Clifford and Connie drift 

farther apart. He becomes the wounded artist/aristocrat who must, at all costs, be stoic. 

Far from making him a martyr, the distance he creates makes him a fool. Unable to cope 

with his loss and his own grief, he dismisses the emofions of others as well. Even if he is 

not physically alone, he is emotionally separated from everyone around him. Partly, 

Clifford is a product of his social class. He is, by birth, supposed to be emotionless. 

However, even this is taken to an extreme because he seemingly has no real grief over his 

injury. There are times when he is frustrated, but one might expect him to scream, cry, 

throw things, or have any number of other strong reactions to his situations. Instead, he 

keeps any fmstration he feels inside of him and consequently, becomes walled off from 

the people who he might have been able to count on at some point to provide him the 

most comfort. He is afraid to express strong emotions because he might drive them off 

Ironically, his inability to be honest isolates him even more. 

Mellors, on the other hand, chooses isolation. He is perfectly content to roam the 

woods without contact with anyone. While he is physically healthy, he chooses to hide 

himself from the outside world. An irony of opposites is at work here. Clifford is a more 

public figure, but his disability is an unpleasant reminder of the consequences of war. In 

addition, he easily becomes an object of pity. Mellors, on the other hand, is a private 

person although he is publicly acceptable in terms of his manner and appearance. The 
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person who is supposed to be socially prominent and acceptable, is not and the one who 

is, by virtue of social rank, supposed to be on the fringes of society is the more 

presentable. 

Adding to this complexity is the fact that Lawrence cannot seem to decide what to 

do with either character. On the one hand, the reader might think that Clifford would be 

a sympathetic character. Instead, he is far from that. Early in the no\ el the reader comes 

to realize that Clifford is not terribly intelligent and is an emotional cripple. He is 

incapable of either giving or of receiving love. 

In many ways, it is difficult to tell exacdy how Lawrence felt about his characters 

or about the war itself His letters indicate a deep sense of division over the nature of the 

war. Frieda, Lawrence's wife, was German and still had family members living in 

Germany. Thus, he felt a sense of loyalty towards both her and her family. In an August 

5, 1914, letter to Samuel Solomonovich Koteliansky, a Ukrainian living in London, he 

wrote: "I am very miserable about the war" (205). The closing of the letter, interestingly 

enough, is "auf wiedersehen" (205), which is perhaps a minor point. However, the day 

before. Great Britain had declared war on Germany. Anti-German sentiment ran high in 

Great Britain, fueled by often-specious stores of atrocities committed in Belgium. That 

Lawrence consciously signs his letter in this manner is an indication of his ambivalent 

feelings: he is "miserable" about the war, but he does not divorce himself from his 

connections to Germany. 

Indeed, Lawrence cannot divorce himself from the German connections in his 

life. In a letter to Amy Lowell written on August 9, he states: "we are so miserable about 

the war. My wife is German, so you may imagine—her father was an army officer" 
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(206). In fact, Freida's father was Baron Friedrich von Richtofen. who w as awarded the 

Iron Cross after the Franco-Pmssian War (n. 206). How could Law rence feel himself 

anything other than divided? 

Not only were his feelings about the war itself ambivalent, but also his feelings 

about Germany. He wrote to Amy Lowell on August 22, 1914: 

I grind over in my soul the war news. Germany is a queer country: one 
can't regard it dispassionately. I alternate between hating it thoroughly, 
stick stock and stone, and yearning over it fit to break my heart. I 
cant [sic] help feeling it a young and adorable country—adolescent—with 
the faults of adolescence. There is not peace during this war. But I must 
say, my chief grief and misery is for Germany—so far. (209) 

This alternating between "hating" and "yeaming" is apparent in his 

characterizations of both Clifford and Mellors. Neither character is thoroughly likable, 

yet neither is totally despicable, either. One cannot help but connect Lawrence's feelings 

about the war to the way in which he develops his characters. Both Clifford and Mellors 

are by tums adolescent and mature. Like Germany, neither has completely entered the 

world of adulthood, as far as Lawrence is concemed. Rather, they act on their emotions 

and only later gain the insight to realize the consequences of those actions. For example, 

Clifford assures Connie that he does not mind her having an affair. After all. he assumes 

that this dalliance will be with someone of her social rank. His opinion changes rapidly 

when he discovers that her lover is his gamekeeper, who he views as being unsuitable. In 

much the same manner as Lawrence both loves and hates Germany, Clifford loves and 

hates Connie. 

Clifford's disability makes him both a figure of pity and scom. If he were not so 

priggish, he would be a much more sympathetic character. Connie's assessment of her 
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husband is not kind: "'All that talk! All that writing! And that wild stmggling to push 

himself forward! It was just insanity. And it was getting worse, really maniacal'" (101). 

In a letter written to Gordon Campbell on September 21, 1914. Lawrence made clear his 

feelings about those who would return from the war: 

I have never come so near to hating mankind as I am now. They are fools, 
and vulgar fools, and cowards who will always make a noise because they 
are afraid of the silence. I don't even mind if they're killed. But I do 
mind those who, being sensitive, will receive such a blow from the 

ghastliness and mechanical, obsolete, hideous stupidity of war, which they 
will be crippled beings further burdening our sick society. Those that die. 
let them die. But those that live afterwards—the thought of them makes 
me sick. (218) 

Indeed, Clifford becomes one of those burdens to society who makes Lawrence "sick." 

There is no indication in the novel itself that he ever intended Clifford to inspire anything 

other than disgust in the reader. He is spoiled, willful, cold, and an altogether unlikable 

character. Lawrence seemed to take his loathing and manifest it in Clifford's character. 

The rest of his ambivalence he embodies in Mellors. While the gamekeeper is 

somewhat more tolerable, he is still not a character the reader would necessarily enjoy for 

any length of time. He is self-centered and manipulative. While he seems to have sexual 

affection for Connie, he sees her primarily as a sexual being, not as a woman. And, while 

this type of affecfion is what Connie needs at the moment, this type of relafionship will 

not see her through the rest of her life. Mellors does not really want anything else from 

her. He is quite content in her presence; her sexuality attracts him for the moment. The 

feeling derived from the relationship is that it will end when Connie has had her physical 

needs met and realizes that the person she really needs in her life is one who can fulfill 

both her physical and emotional needs. Mellors can fulfill one, Clifford neither. 
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The resuh of Lawrence's characterization of both of these men is a very negative 

view of the war veteran. While Sepfimus Smith is mentally disturbed, Woolf portrays 

him as a man who could have been cured, or at least helped more than he was if he would 

have had competent doctors. In contrast, Mellors and Clifford are not the sympathetic 

war veterans. Moreover, while their type might be more common, the public does not 

wish to see them as typical war veterans. Clifford's disability is an embarrassment, and 

Mellors' behavior is hardly becoming to a man who was an officer. What the world 

wanted to see was the veteran who might have a decorative scar reminiscent of the days 

of dueling, but who was cheerful about his service in His Majesty's Army and would 

have amusing stories about the trenches to share. The public did not want to see men 

who were embittered over what had happened to them. It is not surprising that so many 

of the men Derwent Wood came into contact with committed suicide because of their 

facial injuries; they knew the world did not want to see them anymore than they really 

wanted to see Clifford Chatterley. What Lawrence does in this novel is present the reader 

with one of the least appealing portraits of the World War I veteran in literature. In so 

doing, he exposes one of the ugly facets of war that the public did not want to see—that 

of the soldier who could not recover from his wounds, regardless of his social rank. 

At the opposite end of the spectmm from Woolf and Lawrence is Dorothy L. 

Sayers. As a writer of popular ficdon, Sayers could have chosen to ignore any references 

to World War I. However, as a writer of detective fiction she could not avoid the realities 

of life because the genre is based on social realism. Consequently, ignoring World War I 

would have been impossible. Crime fiction readers are notorious for noticing incorrect 

information, and pointing it out to authors. If Sayers was going to be tme to both her 
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genre and her readers, she had to confront the war. Sayers chose to do so through the 

character of Lord Peter Whimsey, her detective. While Lord Peter did ser\ e as an officer, 

he did not emerge from the war unscathed. Rather, he retumed broken emotionally and 

unable to take responsibility for anything. Through the years, he does manage to recover 

to a certain extent. However, his nightmares never leave him completely and they 

reappear in times of stress. Whimsey's character evokes both the tragedy and triumph of 

the war. He never fully recovers but is able to actually live his life rather than simply 

exist. While Sayers' novels portray the life of a man who has lived with all of the 

advantages available to the British upper class, she does not present a life that is without 

sharp edges, even though those edges are tempered by wealth and privilege. 

Whimsey does not often refer to his service in the war. The most complete 

discussion occurs in Busman's Honeymoon, the novel that concludes the four-volume 

chronicle of Peter's courtship of mystery writer Harriet Vane. The novel opens with a 

series of letters detailing, from various points of view, the wedding of the season, that of 

Peter to Harriet Vane. Their courtship has been an extended one and not without 

difficulties. After all, Peter first fell in love with her when she was on trial for the murder 

of her lover. With his help, she is exonerated and the real murderer apprehended. 

However, two more novels and several more dead bodies will manifest themselves before 

she finally accepts his marriage proposal. By the time they are engaged, Harriet has 

realized that Peter has perhaps more depth than one might imagine. For all of his lively 

banter, there is a depth to him that few really see. Harriet is one of those few. When she 

first meets the Dowager Duchess, she tells her, '"Do you know, I've been saying to myself 

all the way up from Oxford, "if only I can face her and it really is all right, I shall have 

60 



somebody I can talk to about Peter (14). Harriet realizes that her relationship with her 

husband will be unique because he will share his deepest emotions with only a few 

people. Up to this point, those two people have been his mother and Bunter, his \ alet. 

The realization that he will be letting her into his emotional world is frightening for both 

of them. Harriet's sensitivity to this realization is both a mark of her own compassion and 

intelligence, and a literary device of Sayers'. 

The stmcture which she provides at the beginning of the novel allows the reader 

to be the voyeur. And indeed. Busman's Honeymoon is a voyeuristic no\ el. The 

epistolary beginning provides the reader with a variety of honest opinions about both 

Peter and Harriet. Following the letters is a long extract from the Dowager Duchess' 

joumal, detailing her meetings with Harriet. These also provide an intimate view of the 

family. In her public persona, the Dowager Duchess would probably seem to many a 

shallow, fluffy woman. Her journals, however, reveal that she is perceptiv e, intelligent, 

and very wise. Like her son, she has depths to her personality which she does not choose 

to reveal to just anyone. 

The first real indication in the novel that the war is going to be an issue does not 

occur undl Chapter XIX, entitled "Prickly Pear." The epigraph is from T. S. Eliot's The 

Hollow Men: 

This is the dead land 
This is cactus land 
Here the stone images 
Are raised, here they receive 
The supplication of a dead man's hand 
Under the twinkle of a fading star. . . . 
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Between the idea 
And the reality 
Between the motion 
And the act 
Falls the shadow. 

At this point in the novel, Peter and Harriet are at the end of a case which has involved a 

dead body discovered in the house which they have bought and are spending their 

honeymoon. Many of the facts are in place, but the murderer has not been identified. 

The chapter begins with a discussion between Harriet and Peter about the dream he had 

had the night before. Peter seems more annoyed more at the fact that he awakened his 

wife than at the content of the dream. '"What an agreeable companion I must be,' he said. 

bitterly. 'I know. I've been told it before. The perfect bedfellow-so long as I keep 

awake'" (308). He directs the annoyance he feels at the effects of the War. The reason 

for the depths of the bittemess is not clear. However, it may be deduced that part of this is 

due to Peter's acute awareness of his social class. He is supposed to be able to control his 

emotions and reactions. Apparently, he feels some sort of inadequacy because he is 

unable to completely harness his psyche. Instead, his psyche controls him, and at a time 

when he already has enough dismptions in his life. Like all inconvenient things, his 

nightmares have intmded when it is least convenient—on his honeymoon. Like many 

who suffer similar phenomenon, he is powerless to control the nightmares. 

The content of his dreams is both grotesque and frightening. He tells his wife: 

'"Fifteen of us, marching across a prickly desert, and we were all chained together. There 

was something I had forgotten—to do or tell somebody—but I couldn't stop, because of the 

chain . . .. Our mouths were full of sand, and there were flies and things . . .. We were in 

dark blue uniforms, and we had to go on . . ..'" (308). This is an obvious allusion to the 
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war. After all, most men did feel "chained" to the war and to each other. They w ere 

attached and could not escape. Peter continues: 

'Our boots were broken with the march . . . . When I looked down, 1 saw 
the bones of my own feet, and they were black, because we'd been hanged 
in chains a long time ago and were beginning to come to pieces. . . . it w as 
hot, with a sky like brass-and we knew that the end of the journey would 

be worse than the beginning. And it was all my fault, because I'd 
forgotten-whatever it was' (309) 

He recognizes that it was '"only the old responsibility-dream, and a mild one at that'" 

(309). 

Aside from betraying Peter's psyche, the contents of the dream reveal Sayers' as 

well. The epigraph paired with the content, show that Sayers was well aware of the 

effects of the war on the men who had served. It is interesting that she chose to manifest 

the effects of the war in her upper-class detective. After all, his valet, Bunter, had also 

served, and, as someone of the lower classes, he "should," according to the so-called 

experts, have had the mental difficulties, not his employer. However, for whatev er 

reason, Sayers made the conscious decision to place the burden of memory on Peter. In 

addition, while he copes well with it, the revelation about his experiences causes the 

reader to re-evaluate the previous novels in a new light. Suddenly, his rather shallow 

mannerisms are explained. He is not really shallow; he is afraid. He know s very well 

what the consequences could be if he lets his deeper emotions surface. The experiences 

he has had have taught him what happens when emotions are allowed to have their way. 

Rather than reveal himself, he hides behind the facade of the eccentric upper-class 

detective who is extremely bright, but also rather odd. 
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The bifurcafion of the hero which Sayers provides is enlightening, to say the least. 

First, it indicates that the difficulfies with the aftermath of the war are prevalent enough 

to be included in so-called "popular" fiction as well as in more "literary" works like those 

of Woolf and Lawrence. Second, Sayers is going a long way to dispel the myth of the 

happy, heroic soldier. The popular song lyrics no longer apply. In fact, Sayers w ould 

probably have found them disturbing. Third, her hero is upper class, damaged, and 

acknowledges that damage. Unlike Clifford Chatterley, Peter Whimsey does not take out 

his bittemess over his injuries on those around him. Instead, Peter does w hatever he can 

to hide his injuries from those around him. His bittemess seems to stem more from the 

fact that he exposes his wife to his dreams than from the fact that he has had them. 

The complete story of Peter's emotional trauma is finally seen through the eyes of 

his mother. After the murderer is apprehended, Peter and Harriet leave Talboys and go to 

the Dower House at Duke's Denver. Even the decision to change residences temporarily 

has been a traumatic one for Harriet. Peter feels an incredible amount of guilt over 

finding the murderer. Although intellectually he knows that justice must be served, the 

responsibility he must take on disturbs him. After all, the man he has been instmmental 

in apprehending will hang for murder. When the murderer is exposed and taken aw ay. 

Peter says, '"Come and hold my hand . . . . This part of the business always gets me 

down'" (342). Even though the wording may seem casual, the emotion is not. For the 

first time in his career as a detective, Peter has someone he believes he can count on to 

help shelter him from the emotions he feels. 

After going to London to retain legal council for Frank Cmtchley, the accused, 

Peter asks Harriet if they should go to a hotel. '"(What was the right answer to that? He 
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looked at once tired and restless-a state of body in which almost an\ answer is the wrong 

one. She decided to risk a bold shot)'" (352). Her '"bold shot'" is that they proceed to 

Duke's Denver, although it is well past midnight and they w ill not arrive until around six 

the next morning. "Miraculously, the answer had been the right one" (352). While this 

incident might seem small, it is not. Harriet has gained enough experience with her 

husband to separate offers that have their root in courtesy from those that express w hat he 

really needs. She has leamed, if not to read his mind, to read his body language and 

recognize that it speaks the tmth when his verbal responses might not. 

In addition to coping with the usual adjustments of marriage, Harriet and Peter 

have also had to deal with a corpse in their basement. The turmoil has been unnerving, to 

say the least. Coupled with this is Harriet's knowledge that she has become her husband's 

emotional shelter. She realizes that much of his outward banter is a facade and that if he 

is to remain emotionally intact, she must be cognizant of his fragility. Not only is she 

adjusting to marriage and trying to make appropriate decisions in that role, she is also 

adjusting to dealing with someone who requires her to be an intense emotional 

companion as well as a wife. Harriet realizes that the choices she makes now will 

influence the rest of their married life. If she can leam to read the emotions of her 

husband now, the tmst between them will be solidified. If she cannot, then the rest of 

their married life could easily be a sham. 

Part of Harriet's learning to cope with her husband and his emotional layers 

involves finding out what she can from her mother-in-law. The Dowager Duchess 

broaches the subject for Harriet. And, while she states that she does not wish to interfere, 

she tells her daughter-in-law: '"I was afraid you might find it a little worrying the first 
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time it happened, so I mentioned it. . . though being married may make a difference and 

it may not happen at all'" (362). She confinues: '"You wouldn't think anyone w ho talked 

so much could be so inaccessible, really, but I always tell myself it's that absurd pretence 

that one hasn't got any weaknesses-so silly, because we all ha\ e, only my husband ne\ er 

would hear of it'" (363). Herein lies the cmx of the situafion. Peter conceals his 

emodons beneath the required layer of propriety. Thus, they are not allowed to surface in 

a healthy manner. Instead, they have been left to simmer beneath the surface, only to 

make themselves known when Peter is at his most vulnerable. Sayers uses Peter's 

mother as the purveyor of the information for a variety of reasons. First, this provides a 

sense of depth for her character. While she appears to flutter, she is actually an astute 

woman. Second, she becomes the representation of all of the women who have had to 

confront the realities of World War I through the experiences of their sons and husbands. 

Far from being the fragile "angels in the house," these women have emerged as supports 

for their male counterparts. In the case of the Duchess, she has not pried into her son's 

private life, but simply observed and made herself accessible to him should he wish to 

talk. By so doing, she has been able to come to her own conclusions about Peter and, 

knowing him as she does, has been able to provide a "treatment" which is probably better 

than the one which would have been provided by any of the professionals of the time. 

Sayers has provided the Dowager Duchess with a large amount of common sense about 

people and their motivations, which allows her to see her son's situation clearly. Because 

of this, she is able to guide her daughter-in-law in her actions. 
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Peter's story is not unusual. 

'He doesn't like responsibility, you know.' said the duchess, 'and the War 
and one thing and another was bad for people that way. . . . There w ere 
eighteen months . . . not that I suppose he'll e\ er tell you about that, at 
least, if he does, then you'll know he's cured. . . . I don't mean he went out 
of his mind or anything, and he was always perfectly sweet about it, only 
he was so dreadfully afraid to go to sleep. . .and he couldn't give an order, 
not even to the servants, which made it really \ ery miserable for him. poor 
lamb! . . . I suppose if you've been giving orders for nearly four years to 
people to go and get blown to pieces it give you a-what does one call 
it nowadays?-an inhibition or an exhibition, or somethine, of nerves'. 
(363). 

His "inhibition of nerves" is what keeps Peter from functioning for over a year. Indeed, 

it sdll impairs his ability to completely emodonally accept responsibility for the outcome 

of his sleuthing. 

Intellectually, he is able to realize what the consequences of his actions could be; 

emotionally, he is still on shaky ground. And, while this is understandable for anyone 

placed in the position of having an influence on whether someone li\ es or dies, making 

choices is especially poignant in Peter's case. During the war, he knowingly sent men to 

their deaths, ostensibly for a "good cause." Peter was the quintessential officer. He 

performed his duties with distinction, which did not mean that he had no emotional 

attachment to the men in his command; rather, it would appear that he had great 

attachment to them and felt a great responsibility for their deaths. This is quite a contrast 

to Clifford Chatterley who is bitter over what happened to him, but seemingly has no 

feelings at all for the men with whom he served. If anything, Peter has much more in 

common with the "lower-class" Septimus Smith, who came back guilty o\er the death of 

his comrade. 
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It is this idenfification of Peter with so-called "lower class" emotions which sets 

Sayers' portrait of a World War I veteran apart. He has had all of the advantages of an 

upper-class upbringing, yet that upbringing cannot shield him from veiy real emotions. 

By placing Peter in this situation, Sayers helps to dispel the myth that the only people 

who were psychologically wounded in any real way were those of the lower classes who 

were not equipped to cope with high levels of stress. By doing this, Sayers presents the 

theory that those who are suffering are not simply "hysterical," but have a real reason for 

not coming home and retuming to a "normal" life as if nothing had happened. 

To help underscore the effects of Peter's wounding, Sayers uses epigraphs from T. 

S. Eliot's "The Hollow Men." Moreover, while an area of Peter's psyche is empty, it is 

not completely hollow. The war took from him a part that can never be restored. 

However, he is in better shape than either Septimus Smith or Clifford Chatterley. Part of 

this could be that Sayers is catering to a particular audience, one that w ould be interested 

in her ability to tell a story, not make a philosophical statement. However, Sayers was 

not only a crime fiction writer; she was a translator of Dante and a respected Christian 

apologist. She was gifted in the sense that she could write an entertaining narrative w hile 

imparting wisdom to the reader. Unlike Lawrence, who is bitter about the war, Sayers is 

more saddened. Whimsey is not bitter, but resigned to what happened to him. He does 

not want it to happen again. He has seen the futility of war and at the time the novel is 

taking place, is working for the League of Nations to try to stop what would become 

World War II (13-28). 

All three of these novels chronicle parts of the lives of people who were forever 

changed by World War I. The changes which occurred were destmctive and in all of the 
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cases, irreversible. The difference, however, was how the authors chose to portray their 

characters and their lives. Virginia Woolf chose to make Septimus Smith an unwitting 

victim of the war. He was brave, did what was required of him and had a life that was 

full of promise. However, that promise ended when he retumed from the war so 

psychologically damaged that he could no longer function in society. He is further 

victimized by the medical world, and, ironically, by the same doctors who were not able 

to adequately treat Virginia Woolf s own mental illness. 

Sayers portrays character who, despite the insulation ostensibly provided by 

wealth and rank, is psychologically damaged by the war. Unlike Septimus, Peter does 

reclaim his life. But, the reclamation is far from easy; he must battle his own demons in 

order to regain a semblance of a normal life. In common with so many other men, he 

cannot ever dismiss or forget his wartime service. 

Lawrence chose to make Clifford Chatterley an embittered member of the gentry. 

In many ways, Clifford is a manifestation of Lawrence's own fmstration with the war. 

Lawrence takes out his hostility for the British, their participation, and his fmstration 

with the Germans for their adolescent attitude towards diplomacy on all of the primary 

characters in the novel. 
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CHAPTER IV 

AGNUS DEI 

Once the initial shock of World War I numbed, characters emerged in literature 

who had not been soldiers, but whose creation depended upon the w ar and its outcome. 

While they have not been wounded by actual combat, their characters ha\ e been shaped 

by the experiences of their nadon. They are bom into a world in which the heroics of the 

past are impossible. These new literary men are the antithesis of the hero who must prove 

his manhood. These men must fight to exist in a world that is much more grounded in 

reality. Instead of fighting each other, they must fight themselves and the society that 

surrounds them. Three of the best examples of this new hero are located in James Joyce's 

A Portrait of the Artist as a Young Man (1916), Evelyn Waugh's Brideshead Revisited 

(1945), and L. P. Hartley's The Go-Between (1953). 

One of the significant features of the male characters in these novels is a sense of 

softness. Instead of being men who are intent on proving their manliness, they are all 

much more feminine. While they are not necessarily effeminate, they do not believe that 

armed conflict is necessary as a rite of passage. Each of the main characters is also an 

artist. While not all artists are homosexual, there is a definite association between artistic 

talent and an effeminate demeanor. In addition, Charles Ryder in Brideshead Revisited 

has a homosexual love affair with Sebastian Flyte. Later, Charles enlists in the army. 

This juxtaposition of instances would have been unheard of before this time. This is not 

to say that homosexuals did not exist in life or literature before the mid-1900's. Rather, 

their presence was guarded and their appearance in literature was not flattering or 
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acceptable. W ith this new generation of writers, there is an acceptance of characters that 

can be emotionally vulnerable and be accepted with their vulnerabilities. 

Coupled with this vulnerabilit\ is the idea of flieht. All three of the main male 

characters will flee their circumstances. Stephen Dedalus in A Portrait of the Artist as a 

Young Man will flee the stifling atmosphere of Ireland. Charles Ryder in Brideshead 

Revisited goes to South America and Leo Colson in The Go-Betw een w ill w ithdraw 

completely from any sort of public career. All three of these men choose to escape rather 

than confront their li\ es and difficulties. Flight becomes, for them, the only opdon if 

they are to survive. Portrait of the Arti.st will andcipate the sense that flight is preferable 

to dying for a hopeless cause. Before World War I, this type of escape would ha\ e been 

seen as cowardice. Men who had any sense of what was right were to face their problems 

"like men." After the war, flight becomes desirable. There can be no doubt that the men 

who faced the war found no joy in "being men" and were confronted with the 

consequences of the war for the rest of their li\ es. One can believe that if they, too, could 

have fled, they would have. 

The other major difference between these no\ els and those that preceded them is 

the use of incidents in childhood as the catah sts for the e\ ents in adulthood. Previously, 

man\ no\ els had an in medias res beginning w hich did not use childhood to a great 

extent. W ĥile a number, such as Jane Eyre, did discuss childhood, the story w as told b\ 

and adult narrator e\ aluating his or her early \ ears. This e\ aluation was carried out w ith 

the analytical and evaluative skills that are acquired in adulthood. In the later novels, 

childhood is viewed through the eyes of the child. Thus, evaluation is not possible and 

the traumas of childhood seem to have a more profound impact on the characters. Instead 
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of having to go through the trauma of war to grow and change, they must simply live 

their lives. The resuh is, in some way, as life changing as a war situation could ha\ e 

been. This is a significant shift in attitude. While life has never been discounted as an 

element that could inspire change, it is only at this point that the very mundane factors in 

life could exert such monumental change in men's lives. 

Sandra M. Gilbert notes that World War I "virtually completed the Industrial 

Revolufion's constmcfion of anonymous dehumanized man" (423). Joyce, Waugh, and 

Hartley are writing against this dehumanization. They do not dehumanize their heroes in 

any way. Neither are they generic former soldiers who have been shattered by the war. 

Instead, all three are striking individuals who cannot be classified in any of the old ways. 

Just as the picture of the soldier had to change during and after the war, so did the picture 

of the individual have to evolve. After the anonymity of mass deaths and mass graves 

came a desperate striving for individuality. The men who would emerge would not be 

the ones who "died as cattle" in Wilfred Owen's "Anthem for Doomed Youth." Instead, 

the authors would create men who battled for individuality within a world that was used 

to seeing men as members of a mob. 

James Joyce wrote A Portrait of the Artist as a Young Man before World War I 

began and the action ends in 1904. However, Joyce anticipates the sense of futility that 

will occur after the war. He also anticipates the choices that will face young men. 

Instead of believing that they must join the military, the new men realize that there is a 

new option—to withdraw. Because of the events that anticipate World War I, which 

Joyce discusses, this new choice begins to be a reality before 1914. Despite the fact that 
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Joyce recognizes this new choice, it will not become a wide-reaching reality until after 

World War I destroys the illusions associated with armed conflict. 

James Joyce's hero, Stephen Dedalus begins to seek this sense of individuality at 

a very young age. Joyce uses interior monologue to present Stephen's view of situations 

as they occur. The Christmas argument over politics between his father, Dante, and 

Uncle Charles is reported without any editorializing. It is clear that Stephen is relating 

what he hears, but does not understand. All he knows is that the adults are quite upset 

with each other during his first Christmas dinner with them. Their argument usurps his 

sense of awe at being allowed at the table as a young adult, rather than having to wait in 

the nursery with the other children. Joyce presents Stephen as a child telling his own 

story. Thus, he cannot analyze the situation as it is happening. It is up to the reader to 

come to his or her own conclusions about the material. Initially, this is how Stephen, 

through Joyce, asserts his sense of individuality, by telling his own story without 

providing interpretation. He leaves that up to the reader. 

Once Stephen is at Clongowes School, he again strives to be something other than 

an anonymous face. He does not distinguish himself in games. Instead, Stephen, with 

the urging of his comrades, goes to the Headmaster to protest after the prefect of studies 

pandies [paddles] him unfairly. As Noel Annan points out in Our Age, the public school 

system "inculcated two ideals: manliness and loyalty" (43). In their desire to breed 

manliness, the schools chose to have rigid systems of discipline. "A boy had to endure 

the headmaster's birch or the prefect's can without flinching or crying, however unfair 

and however savage the beating might be" (43). The fact that Stephen dares to protest 

what has happened is extraordinary. By so doing, he sets himself apart from the other 
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bo\ s w ho might complain in private, but never have the courage to confront the adults 

who have charge of their lives. 

As a sixteen-year-old, Stephen is again set apart from his peers. Like many \ oung 

men. he has his first sexual experiences at this age. However, his is w ith prostitutes. 

This event, in and of itself, is not necessarih unusual. The fact that Jo\ce discusses it in 

the novel is a departure. After all. this is a "literar>" work and supposed to be above such 

low topics of con\ ersadon. But, as the world is disco\ ering, many topics that had been 

forbidden in earlier years are now out in the open. If Joyce is to provide a tme picture of 

Stephen's youth, he must discuss all of it, not only the morally uplifting parts. Once 

Stephen has had numerous sexual encounters, he begins to experience an o\ erwhelming 

sense of guilt. After he wakes up late at night and is physically ill, he goes to a church 

and confesses to a priest. 

This is the first action in this sequence that establishes Stephen's individuality. 

Bo> s of this age would be more likely to brag about their experiences than confess them 

to a priest. As has been shown throughout the novel, Stephen is different from his 

companions. A sensiti\ ity present in him makes him much more \ulnerable than they are 

to w hat is happening around him. As w ith the pandying episode which most boy s would 

have complained about but never dreamed of acting on their complaints, so Stephen 

cannot reconcile his guilt and his actions w ith his Roman Catholic upbringing. Thus, he 

must confess or live w ith a guilt that brings on physical illness. 

Following this episode, Stephen embarks on a journey of spiritual purification. 

He observes the fasts of the church, pray s. and observes strict disciplines concerning his 

daily life. The director of the Chrisfian Brothers School eventually summons Stephen to 
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his office and asks: '"Have you ever felt that you had a \ ocation?'" (170). He continues. 

'"To receive that call, Stephen,' said the priest, 'it the greatest honour that the Almighty 

God can bestow upon a man'" (171). The priest singles Stephen out from those around 

him. In this case, it is in the belief that he, according to the priest, has received a special 

blessing from God. According to the priest, the power Stephen would ha\ e w ould be 

enormous: 

'No king or emperor on this earth has the power of the priest of God. No 
angel or archangel in heaven, no saint, not even the Blessed Virgin herself 
has the power of a priest of God: the power of the keys, the power to bind 
and loose from sin, the power of exorcism, the power to cast out from the 

creatures of God the evil spirits that have power over them, the pow er. the 
authority, to make the great God of Heaven come down upon the altar and 
take the form of bread and wine.' (171) 

The temptation to have this type of power is strong for Stephen. "How often had he seen 

himself as a priest wielding calmly and humbly the awful power of which angels and 

saints stood in reverence!" (171). In the role of priest he would be able to influence men 

and women, and they would not question either his pronouncements or his authority. 

Social class would not be an issue; by virtue of his office, he would outrank everyone. In 

a sense, he would be immune from the judgments of the outside world. 

Interesdngly enough, Stephen does not want to be the celebrant in the mass; he 

prefers the role of the servant. 

He longed for the minor sacred offices, to be vested w ith the tunicle of 
subdeacon at high mass, to stand aloof from the altar, forgotten by the 
people his shoulders covered with a humeral veil, holding the paten within 
its folds, or, when the sacrifice had been accomplished, to stand as deacon 
in a dalmadc of cloth of gold on the step below the celebrant. (172) 

Rather than being the focus of the mass and, as celebrant, the instigator, he desires an 

observation point. As a deacon, he is free simply to observe the people and their 
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reacdons. If he were the celebrant, he would have to concentrate fully on the intricacies 

of the mass. The role of servant to the priest and people would free him from this type of 

responsibility. In such a position, he would be a catalyst for events, but would not be the 

direct cause of the events occurring. For example, he would serve the consecrated 

elements to the people, but he would not perform the actual consecration. 

Later, Stephen realizes that he is not called to be a priest of the church, but a 

priest of the imagination-an artist. As an artist, Stephen does not see himself at the 

center of his creadon. Instead, "the artist, like the God of the creadon, remains within or 

behind or beyond or above his endeavors, invisible, refined out of existence, indifferent, 

paring his fingernails" (233). This corresponds directly to his not wishing to be the 

celebrant, but the servant, in the mass. He believes that "the personality of the artist. . . 

finally refines itself out of existence" (233). Like the deacon who is nearly invisible to 

the people, so the artist is nearly invisible to the audience. Thus, Stephen can recei\ e 

recognition for his work, but not actually be a part of it. His role is to set the work in 

motion; it is up to the reader to come to his or her own conclusions about the material. 

Stephen also separates himself be remaining apolitical in the midst of political 

change. He attends University College following Czar Nicholas II's issuance of a "Peace 

Rescript" (Gifford 242). The Czar also "solicited petidons from 'the peaceloving peoples 

of the world.' Response to his inidadve resulted in the Hague Peace Conference in 1899" 

(Gifford 242). His fellow students urge Stephen to sign a petition, but he refuses. In fact, 

when asked a second time, Stephen queries, '"Will you pay me anything if I sign?'" (212). 

As the conversation conceming the Czar grows more heated, Stephen's political view s 

become even clearer. When attempts are made to elevate the Czar and his cause to a 
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level Stephen believes is inappropriate, he states. "'Keep your icon. If we must have a 

Jesus, let us have a legitimate Jesus" (214). This remark does not endear Stephen to his 

peers and he soon leaves the gathering. Their political interests do not touch him in any 

way. 

Stephen's friend Davin is a committed Irish Nadonalist who would w illingly die 

for his country. He tells him, '"a man's country comes first. Ireland first, Stevie. You 

can be a poet or mysfic after'" (220). The view s Stephen holds contradict this point of 

view. He believes that "when the soul of a man is bom in this country [Ireland] there are 

nets flung at it to hold it back from flight. You talk to me of nationality, language, 

religion. I shall try to fly by those nets" (220). Devin view s his devotion to Ireland as a 

source of liberation; Stephen believes that if he held the same devotion, the country 

would eventually suffocate him. He describes Ireland as '"the old sow that eats her 

farrow'" (220). The description of Ireland can be compared to descriptions from the 

trenches. They also consume men. Stephen knows that if he is to thrive, he must leav e 

or Ireland, like the trenches, will consume him. 

This view of the connection between the artist and his work is new to this 

generation of writers. They have seen the result when people are directly involved in 

what goes on around them. Officers sent their men into battle and were directly 

responsible for the deaths and mudladons. If the artist distances himself from his work, 

he can absolve himself of that responsibility. The work has a life of its own and the artist 

cannot be held responsible for the interpretations or the reactions to it. 

This same distancing occurs in Evelyn Waugh's Brideshead Revisited (1944V 

The novel is bracketed by Charles Ryder's retuming to Brideshead during World War II. 
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Once there, he begins to recall his time before the war w hen he was at Oxford with 

Sebasdan Flyte, one of the members of the family whose estate Brideshead is. Once the 

reader hears Charles' story, it becomes clear that he, like Stephen Dedalus, striv es to be 

set apart from those around him. 

When he first enters Oxford, Charles' cousin Jasper provides him with copious 

advice about his behavior. He covers every possible area of university life. In terms of a 

field of study: '"you're reading History? A perfectly respectable school. The very worst 

is English Literature and the next worst is Modem Greats'" (26). And. in terms of 

friends: "you'll find you spend half your second year shaking off the undesirable friends 

you make in your first.... Beware of the Anglo-Catholics-they're all sodomites with 

unpleasant accents. In fact, steer clear of all the religious groups; they do nothing but 

harm . . . . ' " (26). In a sense, Jasper's advice proves to be accurate. Charles does make a 

friend who changes his life, and not necessarily for the better. In addition, his 

introduction to religion causes him to lose, rather than gain, faith. 

At first, Charles is not a particularly unusual undergraduate. He makes friends 

and develops his own intellectual style. His life changes dramatically when he meets 

Sebastian Flyte, who introduces himself by leaning through Charles' window into his 

room and throwing up. After this unusual beginning, their friendship develops quickly 

and they soon become inseparable. This alone is enough to distinguish Charles from the 

other young men around him. Sebastian is known by many, first because of his "beauty, 

which was arresting" (28) and second because of his "eccentricities of behaviour," (28) 

not the least of which involves a large teddy bear named Aloysius. 
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Sebasfian changes Charles's life almost immediately by introducing him to a life 

he has longed for, but never really known. It is a life of extreme privilege and one that 

contains a family. While Charles' family is not poor, they are not fabulously wealthy or 

filled. Sebastian's family is both. Charles has only his rather inattentive father as his 

immediate family. Sebastian, on the other hand, has both parents, even though they are 

separated, a brother, and two sisters. To Charles, this is also a type of wealth. 

Once the association with Sebasdan takes over his life, Charles changes. He is no 

longer the diligent scholar he once was. Instead, he allows Sebastian to lure him from his 

books to pursuits that are more pleasurable. This includes a homosexual relationship 

between the two men. In time, Charles' cousin Jasper comes to offer advice again. This 

time, his goal is to upbraid his cousin for his ostensibly unacceptable behavior. Charles 

apologizes, but tells him, '"I know it must be embarrassing for you, but I happen to like 

this bad set. I like getting dmnk at luncheon, and though I haven't yet spent quite double 

my allowance, I undoubtedly shall before the end of term'" (43). Thus, Charles starts to 

distinguish himself from those around him. As he becomes more attached to Sebastian, 

he also becomes more distanced from others around him. 

Always separated from his own family, emotionally if not physically, he is drawn 

into the Marchmain milieu. During the long summer vacation, Sebastian sends Charles a 

telegram and tells him he is "GRAVELY INJURED" (74). As it tums out, it is a minor 

ankle injury, but Sebastian is bored. At this point, Brideshead is an "enchanted palace" 

(80) to Charles. Nanny Hawkins is the only one of the family in residence and while they 

sit in the nursery with her, she comments, '"You're one as bad as the other; a pair of 

children the two of you. Is that what they teach you at college?'" (80). Considering that 
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in Charles' conversadon with his father before he mshed to Sebastian's side. Mr. Ryder 

asked, '"Why exacdy is your presence so necessary? You hav e no medical know ledge. 

You are not in holy orders. Do you hope for a legacy?'" (74); this affectionate scolding 

from Nanny Hawkins does take on the air of a fairy tale for Charles. After all, he is in a 

beautiful home with the man he adores and an older, affectionate woman who will 

lovingly scold him as if he is her own. Is it any wonder he is so easily bewitched? 

Charles's love of the Marchmain family parallels Stephen Dedalus' love of the 

priesthood. For both of them, the situations offer a safe, family-like atmosphere in which 

they can, at least initially, feel nurtured. In both cases, they are encouraged to continue 

their pursuits. However, both men find that what they inidally see is not the tme picture. 

Instead, they are misguided in their love and must find new outlets for both their affection 

and their talent. 

Initially, Charles unites with Sebastian against his family. He is distanced from 

the dynamics present in the family and thus not as involved in the situation as he soon 

will be. This ability to keep some sense of distance changes once he and Sebastian retum 

to Oxford for their second year. It is soon clear that Sebastian is an alcoholic and that his 

condition is worsening at a frightening pace. Charles recalls that "a succession of 

disasters came on him so swiftly and with such unexpected violence that it is hard to say 

when exactly I recognized that my friend was in deep trouble" (129). 

The emption occurs during the Easter party at Brideshead. Sebastian is dmnk for 

the entire week, and, after Charles tells Julia, his older sister, she tells him to "deal with" 

her brother (131). When Charles attempts to confiscate his whiskey decanter, Sebastian 
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rails: '"What the devil's it got to do with you? You're only a guest here-wj' guest. I 

drink what I want to in my own house'" (132). After this diatribe, Charles relents. 

As Sebastian sinks further into alcoholism, Charles finds himself even more tom. 

He is loyal to his friend, but also realizes that his behavior is self-destmctive. Charles 

desperately tries to maintain his loyalty to Sebastian and to the Marchmain family. In the 

end, both feel betrayed, and Charles is forced to leave Brideshead. At this point, he is 

literally set apart. His biological family can offer no comfort, and the people he has 

regarded as surrogate family have tumed him away. This isolation will follow him the 

rest of his life. 

Like Stephen, Charles becomes an artist, in his case, a landscape painter. It is 

interesting to note that he does not paint portraits. Rather, he works with situations that 

are, in a sense, static. While seasons may change the appearance of a particular place, it 

will take thousands of years for a mountain to show any appreciable change, unlike 

humans, who change moment by moment. Mountains will not complain if a painter is 

not talented; people will. In addition, landscapes are not dependent upon emotion. 

Portraits, if done well, often show both physical likeness and a sense of what is inside the 

person. If the painter is perceptive, he or she can show parts of a person that he or she 

might not want revealed. For this to happen, however, the painter must be willing to 

connect emotionally to his or her subjects. As far as Charles is concemed, this is not 

possible. The connections he has had with people have been disastrous and he w ill not 

take that risk again. Thus, he is both physically and emotionally alienated from those 

around him. His separation from others occurs on the professional lev el, in that he is in 

the rare profession of being an artist and a well received on at that. On the personal level, 
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he is solitary. After his failed relafionship w ith Sebastian, his disastrous marriage, and 

his failed love affair with Julia Marchmain, Charles decides that he must liv e his life 

alone. He must be separate if he is to survive. 

This same separadon occurs for Leo Colson, the hero in L. P. Hartley's novel The 

Go-Between. Like Charles, Leo is affected primarily by relationships outside of his 

immediate family. As a young boy, he goes to visit a friend, Maudsley. While he is 

there, Maudsley's mother, his sister Marian, and Tom, a tenant farmer, change his life 

forever. Like both Stephen Dedalus and Charles Ryder, Leo Colson has a dream. Like 

Stephen, Leo wants to be a writer. However, his dream, like Charles', is altered by 

circumstances that change his life. Instead of becoming an author, he becomes a 

bibliographer, dealing with the thoughts of others, rather than with his own. 

Leo receives his invitation to visit the Maudsley's because of a fortuitous outbreak 

of measles at his boarding school. Mrs. Maudsley issues the invitation because she is 

"most anxious to make his acquaintance" and because "it will be very nice for Marcus to 

have a boy of his own age to play with as he is the baby of the family, and a little apt to 

feel left out" (29). The letter reeks of both pretentious charm and backhanded 

compliments. How many adults honestly want a tw elve-year-old boy whom they have 

never met in their homes for a month? In addition, Marcus at twelv e. is hardly a baby; 

surly he is capable of finding his own entertainment. Instead, Leo is invited because it 

will be convenient for Marcus to be both out of sight and mind since Leo is the one who 

will, at least inidally, have to be entertained. 

While Leo states that he "imagined that its conventional phrases implied a deep 

and sympathetic interest in my personality" (29), the interest in Leo is as a distraction, not 
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as a person. In addidon, the phrases are conventional. Mrs. Maudsley could have looked 

up an example of the perfect invitation letter in any of the etiquette books and simply 

copied it, plugging in the necessary bits to make the content fit the occasion. Thus, from 

the beginning, Mrs. Maudsley is taking control of the situation: she appears to be the 

benevolent mother, but in fact simply wants an expedient and low maintenance w ay to 

keep her son occupied so she will not have the burden of entertaining him. 

Once he arrives at Brandham Hall, Leo is, even at twelve, able to draw an 

impression of Mrs. Maudsley. She is "cordial" to him when he first arrives, implying that 

Mrs. Maudsley was only as gracious as she was required to be to a twelve-year-old 

stranger. Leo also states that he "only half-sense[s] the danger behind her fascination" 

(34). The juxtaposition of "danger" and "fascination" provides the reader with a clue of 

Mrs. Maudsley's duality. Her beauty is both apparent and attracting, as is her charm. 

However, Leo recognizes that there is something sinister about her. It is this 

contradictory quality which makes Mrs. Maudsley attractive: she is dangerous, but she is 

also charming and seemingly interested in Leo. 

Marian, Marcus' older sister, is soon introduced to Leo. When he sees her, he 

thinks, "So that is what it is to be beautiful" (37) and is soon infatuated by Marian. 

However, his initial description of her displays the same insight as his first description of 

her mother. He states that she is "wearing what [he] afterwards came to think of as her 

'hooded' look" in which her "eyelids drooped over her eyes, leaving under them a glint of 

blue" (37). In addition, she "wore a stem brooding look that her small curved nose made 

almost hawk-like. She looked formidable then, almost as formidable as her mother" (37). 
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This description of Marian is not flattering. Beneath the beauty lurks a predatory nature 

that is unmerciftil. 

For example, Marian "seduces" Leo by taking him to Norwich to buy him 

summer clothing. Marian extricates him from a potentially embarrassing situation by 

making this "generous" offer. Leo fails to recognize that Marian is using him for her own 

reasons. The significance of Marian's generosity alters when the reader later learns that 

she uses Leo as an excuse to go to Norwich to see Ted Burgess, her lover w ho is also a 

farmer and not a proper suitor. In addition, the purchase of the clothing puts Leo in 

Marian's debt. Marian parlays his debt into obligated duty as she entraps Leo into 

playing messenger for her affairs d'amour. Leo takes his duties seriously because he 

feels "he [is] doing for Marian something that no one else could" (102). It is his devotion 

to both his task and Marian that makes his fall even harder, and only it is only when Leo 

tells Marian that he can no longer function as messenger that he sees her other side. 

The effect of Marian's anger upon Leo is devastating. Rather than make any attempt to 

console Leo, Marian tells him that the business between her and "Mr. Burgess . . . has 

nothing to do with anyone else" and that he is "too stupid" to understand (166). Leo has 

never seen this side of Marian and is rightly terrified. 

The ugly, poisonous side of Marian emerges and reveals exactly how 

manipulative and cormpt she really is. She begins her tirade by attacking Leo's status as 

a houseguest: "'You come into this house our guest. . . we take you in. we know nothing 

about you, we make a great fuss of you'" (166). She does not say that they have "inv ited" 

him, but that he has been "taken in" as one would a stray animal. This choice of words 

clearly reveals that Marian has been using Leo as a convenient tool for her 
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communicafions with Ted and that she is willing to demean Leo and remind him in the 

most coarse fashion of his debt to her. She further insults him by concluding that he 

wants money for his efforts. 

Leo's moment of realizafion is much more dramadc and, because of both his age 

and the impact of what he sees, the initial effect on him is much more traumatic. Once he 

has discovered the relationship between Ted and Marian, he attempts to end it by giving 

the incorrect time for an assignation. Instead, he and Marian engage in a friendly tussle 

over another letter she wants him to deliver and Mrs. Maudsley catches them. Leo drops 

the letter; Marian stuffs it in his pocket and tells her mother it is a note for Nanny 

Robson. 

The exchange that follows between Mrs. Maudsley and Leo prov ides ample 

evidence that she, like her daughter, has no real feelings for her young guest. Once her 

kindness becomes superfluous, she reveals her tme nature and her cross-examination of 

Leo is cmel. She takes advantage of her position as both an adult and parent and. rather 

than immediately demand that he pull the note from his pocket, takes him through a list 

of choices designed to be demeaning. No matter how he tries, Leo cannot escape the 

manipulative power of Mrs. Maudsley any more than he can escape Marian's. "Mrs. 

Maudsley's repeated screams" (262) as she sees her daughter and Ted engaged in sexual 

intercourse send Leo into a personal darkness from which he will not completely emerge 

undl1952. 

At the end of both novels, the heroes go back to their beginnings, Leo by intent. 

Charles by accident. It is at this point that they must both confront the effects their 

encounters with these families have had on them. At the end of both nov els, the reader is 
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able to put into perspective how both men's lives have changed forever. Charles dev otes 

himself to the paindng of architectural stmctures and landscapes. Leo also chooses a life 

that does not require interaction with others. He is a bibliographer, and, instead of 

writing his own works as he had once planned, he catalogs those of others. After all, 

writing would require him to examine his own soul, as Charles would hav e to do in 

paindng. Both men isolate themselves from emodonal attachments due to their earlier 

encounters with emodonally traumadc situations. Their isolation, a type of emotional 

flight, is significant. Stephen Dedalus andcipates this choice when he lea\ es Ireland 

rather than become embroiled in the conflict around him. It is this ability to flee their 

situations which sets them apart from their predecessors. 

L. P. Hartley's military experiences influenced the manner in which he stmctured 

the interpersonal relationships in The Go-Between. In September 1918, Hartley was 

invalided out of the army (Wright 54). He had seen no combat and, while he had been a 

member of the armed forces, had never really served in them. He left the military 

believing that the war itself had irrevocably damaged civilization. "In the years that 

followed, the effect on the status quo, as the growth of material prosperity filtered into 

the lives of the middle and working classes, alarmed him" (Wright 54). Hartley was 

possibly inordinately fond of the rigid class stmcture in Britain and saw no reason for that 

stmcture to change in any way. The consequences faced by Marian and her family once 

they discover her relationship with an unsuitable man are severe. 

There are serious consequences when the tmth about Marian's relationship with 

Ted becomes known. Leo has a breakdown and Ted commits suicide. Despite these 

events, Marian goes ahead with her marriage to Hugh, Lord Trimingham. He is not, 
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however, the traditional ideal suitor. He does have money and a title, but he w as 

disfigured in the Boer War. 

On the side of his face tumed to me [Leo] was a sickle-shaped scar 
that ran from his eye to the comer of his mouth: it pulled the eye down 
exposing a tract of glistening red under-lid, and the mouth up, so that 
you could see the gums above his teeth. I didn't think his eye could close, 
even in sleep, or his mouth either. He had grown a mustache, so I 
afterwards leamed, to cover this, but it w as a straggly affair and didn't do 
its job. His damaged eye watered a little: even as I was looking at him 
he dabbed it with a handkerchief His whole face was lop-sided, the 
cheek with the scar being much shorter than the other. (61) 

Despite this, he does become a hero in the novel. He marries Marian and claims 

her son by Ted as his own, thus making sure that her position in society is safe and that 

there will be a tenth viscount. This type of a war hero would not have been as likely until 

after World War I. That is, there were probably many men like Hugh in Britain 

following the Boer War, but it is doubtful that they would take this prominent a place in a 

novel. The appearance of a character like Hugh had to wait until there are so many men 

in public who are visibly wounded that their presence is nearly normal rather than 

intmsive. 

When Leo is first told that Trimingham is coming to the Maudsley's, he is both 

jealous because of Hugh's relationship with Marian and rather disappointed that Mrs. 

Maudsley would "want Marian to marry a man who was horribly ugly and not even a 

Mr." (53). Two points are important. First, Leo, like Harley. is concemed with social 

rank. Since Marcus does not give Trimingham his fide, Leo assumes he is of a lower 

class than Marian and therefore unsuitable. Second, there is the assumption that anyone 

who is "horribly ugly" should not even be considered a suitable mate. In both cases. Leo 

is exhibiting traits of society at the dme. People of a lower social rank or who had 
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disfigurements were not suitable marriage partners. What Leo does not take into account 

is Hugh's financial stability, which serves as a counterbalance to his disfigurement. 

Hartley's view of human relafionships is cynical, but accurate. Wealth and posidon often 

serve to nullify a potential spouse's shortcomings and make that person much more 

acceptable to society as a whole. 

The other character who could not have appeared until after the Great War is the 

adult Leo. As a young man he is fairly typical. However, as he ages, he becomes v er\ 

fragile, at least emotionally. Once he has recovered from his traumatic experience w ith 

the Maudsley's, his belongings from the trip are packed away in a box in the attic. It is 

not until 1952 that he finds the box, opens it, and stops to reflect on how his life changed 

that summer. Instead of becoming angry and aggressive, he retreats into himself The 

trust that he might have had in human beings is gone and can never be recovered. Rather 

than write his own novel, he catalogs the works of others. Thus, he nev er has to reveal 

his emotions to anyone. The hurt that he felt never really goes away. It follow s him into 

adulthood much as Post-Traumatic Stress Disorder would follow war veterans. The 

soldiers who retumed mentally broken became the models for characters like Leo. Once 

society realized that the men they thought were invincible were v ulnerable, the paradigm 

had to shift. Leo, like Stephen Dedalus and Charles Ryder, is one of the results of that 

shift. 

All three of these men have a vocation. Moreover, all three work to fulfill those 

vocations in a particular manner. Stephen leaves his home to pursue his dream. Charles 

does become a painter, but probably without the fire he would have had if he had had a 

successful personal life. Leo still has his dream, but it remains unfulfilled because of the 
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traumadc experiences he had. It is this idea of dreams and the fulfilling of them which 

sets these men apart from many of their predecessors. These are not men w ho dream of 

glory through combat or other so-called "manly" pursuits. Instead, they seek their 

recognition through their creativity. Traditionally, creativity has been reserv ed for 

women or for men who were viewed, stereotypically, as either asexual or homosexual. 

While Charles Ryder does have a homosexual encounter, he w as no different from other 

young men of his fime. According to Noel Annan, in the twenties, "homosexuality 

became a way of jolfing respectable opinion and mocking the Establishment" (113). In 

fact, John Betjeman w as once quoted as saying, "with pardonable exaggeration, 

'Everyone was queer at Oxford in those days'" (113). Charles and Sebastian would have 

fit in rather well. Leo is effeminate, but he is more asexual than homosexual. After his 

experiences, it is no wonder that he does not seek physical contact with women. Thus, 

these are not traditional "manly" figures. The battles they fight are w ith themselv es 

rather than with other men. 

L. P. Hartley and Evelyn Waugh were both soldiers. Hartley in World War I and 

Waugh in World War II. However, their military experiences manifest themselv es not in 

scenes of armed conflict, but on the batdefield of everyday life. When World War I was 

declared. Hartley was a student at Harrow. Several weeks after the declaration. "1100 old 

Harrovians had enlisted" (Wright 46). Consequently, Hartley was living in a situation 

that encouraged enlistment. He didn't enlist, '"because I didn't want to. I w as utterly 

unbelligerent, and hated the idea of fighting, in howev er good a cause'" (Wright 46). In 

October 1915, Hartley arrived at Balliol College, Oxford. He still had not enlisted, citing 

health reasons, despite the fact that he appeared fit to those around him. This 
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environment did not tolerate many excuses for av oiding military service. After all. he did 

not enlist, but "while others marched off to who knew what he could scull and catch 

crabs, attend concerts, sit through four lectures a week and read novels" (Wright 49). 

After much thought. Hartley enlisted in April 1916 (Wright 51). 

Hartley spent his military career in England. Compared to the w ar experiences of 

so many others, his was uneventful. The one significant event occurred when he was 

"transferred to an infantry regiment at Catterick Bridge in north Yorkshire" (Wright 52). 

Interestingly enough: 

He found fulfillment as the camp's postman, delivering letters and parcels 
at Christmas. He, who longed for the act of hospitality, had never felt so 
popular or wanted as he did now. He was looked for w ith eagerness as he 
approached the lighted huts on those winter days . . . . What they [the 

soldiers] offered him was an unqualified welcome, wholehearted approval: 
a meeting without censure. (Wright 52) 

There can be no doubt that Hartley transferred his experience as the postman to 

Leo Colson. After all, Leo finds his greatest sense of fulfillment while he is taking 

messages for Marian. Like Hartley, Leo longs for acceptance and is delighted to find that 

there is something he can do to be popular with those outside of his family. However, 

both Hartley and Leo are popular because of their office, not because of who they are. 

While the author might not have realized this at the time, he does when he writes The Go-

Between. Once Leo discovers the tmth about the messages and refuses to deliver them, 

he discovers that Marian has used him. It would not hav e mattered who he was, as long 

as he was willing to do what she asked him to. Leo the person did not matter; Leo the 

messenger did. 
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By structuring the relafionship between Leo and Marian in this manner. Hartley is 

making a comment about his own lack-luster military service. He w as not in the military 

because he had any extraordinary skills. Rather, he was a body in uniform. There was no 

particular individuality. Any body would have sufficed as long as it was reasonably 

healthy and moderately intelligent. Like Leo, he was simply there to serve a generic 

purpose. 

Evelyn Waugh's service in World War II was no more distinguished than 

Hartley's in World War I. However, Waugh was eager for military service. Immediately 

before the outbreak of the war, "he sent long letters to the Ministry of Information 

'pressing my qualifications as liaison with foreign war correspondents'" (Carpenter 

Brideshead 334). When that course of action did not work, he applied for military 

service. The War Office eventually "allocated him a number; also, after a great deal of 

string-pulling, the Marines sent him a form to fill up" (Carpenter, Brideshead 335). 

Although he was examined and "'found unfit for active service'" (335), "the officer who 

saw him ignored the medical report" (335). Waugh became a member of the Marine 

Infantry. 

Unfortunately, military service did not live up to Waugh's expectations. He 

enlisted for adventure. The Royal Marines did not provide him with any of this. 

"Lieutenant-Colonel Robert Laycock, an acquaintance of Waugh's from London life 

before the war, was in charge of five hundred men known as 8 Commando" (Carpenter, 

Brideshead 336). This unit had been organized to "supply raiding parties against the 

occupied coast of France, [and] they operated much like independent bands of 
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mercenaries" (Carpenter, Brideshead_337). In other words, this was the type of unit 

Waugh thought he was looking for and Laycock arranged the transfer. 

In 1942, Waugh took a "company commanders' course, then went back to the 

Commandos with the firm hope of being given his own company" (Carpenter. Brideshead 

347). This did not happen, however. "Laycock and other senior officers had come to 

realize that Waugh was utterly unsuited to commanding other ranks in any circumstances 

whatever, simply because of his 'total incapacity for establishing any sort of human 

relafions with his men'" (Carpenter, Brideshead 347). If this were not enough, right 

before Waugh was to leave with the Commandos in June 1943 to take part in '"Operation 

Husky,' the long-awaited expedifion against the Axis via the toe of Italy" (350). his father 

died suddenly. Waugh stayed in England and Lord Lovat became his commanding 

officer. They engaged in several confrontations before Waugh complained to Lord Louis 

Mountbatten, the Chief of Combined Operations. The matter was handled by 

Mountbatten's deputy, "Brigadier Charles Haydon, who bluntly advised him 'to leave the 

Special Services Brigade [Commandos] for the Brigade's good'" (Carpenter 351). 

While Waugh tended to downplay the effect of this rejection, it had a profound 

effect on him. According to Humphrey Carpenter: 

In tmth, the army's rejection of him was a blow comparable to his first 
wife's unfaithfulness. Like the earlier calamity, it was to have a profound 
effect on his life and character, deepening his misanthropy, making him 
hereafter regard himself as inexorably contra mundum, against the world 
committing him more than ever to his Church, and causing him to take 
refuge from all forms of public action by regarding himself—as he had 
never really done before the war—as a writer by vocation, whose task it 
was to nourish and protect the English language. (351) 
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Immediately after this incident, Waugh began to plan the novel that would become 

Brideshead Revisited 

Considering Waugh's state of mind when he began working on Brideshead. it is 

no wonder that he wrote it as he did. Like Charles Ryder, those he thought w ere his best 

friends rejected him. The military's treatment of Waugh parallels the Marchmains' 

treatment of Charles. Both Charles and Waugh eagerly entered the communities they 

thought would embrace them. And for a fime, both were accepted. When Charles finds 

that he must side with Sebastian against his family, they reject him. This becomes 

Waugh's take on the manner in which the military treated him. There can be no doubt 

that Waugh was a misanthrope and would have been a disaster as a commander. 

Underlying this, however, is the sense that he desperately wanted to belong to the 

community the military created, but simply did not know how to accomplish that. Like 

Charles, he does what he believes is right and is rejected for that decision. 

L. P. Hartley and Evelyn Waugh's shifting of the battlefield from the trenches to 

society itself is significant. After World War I, combat was not nearly as glorious as had 

been thought. The idyllic image of the brave soldier, resplendent in his uniform, was 

gone forever. It was replaced by the soldier in broken boots and a muddy uniform w ho 

might or might not have all of his limbs. These soldiers did not, for the most part, come 

home telling tales of glory. Rather, they spoke of the horror of combat, if they spoke at 

all. Because of this, the heroes in the literature could no longer be the same. After all, 

there is a difference between believable writing and pure fantasy. So in the end. Stephen, 

Charles, and Leo become the heroes of literature. They no longer battle the Huns. They 

battle the human race and their own psyches. Their field of battle is the family and city 
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streets. And. they, like their predecessors, do not retum from battle unscathed. These 

new heroes could not exist without those who went before. They are the adaptation of 

the old ideal. As society adapted, so did the picture of a hero. He is no longer invincible, 

but vulnerable. After all, the men in the trenches were v ulnerable: society simply would 

not let them admit that vulnerability. Now, society has leamed. The men they see do 

have weaknesses. And, while these men with weaknesses might be less attractiv e than 

the knights of old, they are also more realisdc. 
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CHAPTER V 

REQUIEM AETERNAM 

It is difficult to imagine the horror experienced in World War I. Despite this 

difficulty, numerous authors attempted to somehow convey to their readers some sense of 

what actually happened in the trenches. The overriding sense after reading these novels 

is, however, that no one who had not been there could ever tmly comprehend what had 

happened. In addition, the novelists provided a paradigm for a new type of literary hero. 

This man was not like the ones the songs were written about. Instead, he was vulnerable, 

wounded, and much more human than he had been before. 

After World War II ended, society seemed ready to celebrate a new type of hero. 

Benjamin Britten provided the opportunity. His War Requiem is a fusion of the poetry of 

Wilfred Owen and the Latin Mass for the Dead. After the deconstmction of the hero in 

the aftermath of war, Britten's composition provides an opportunity for people to 

remember the losses they have suffered. Also, it is at this point that people recognize the 

tme meaning of a global war and come to terms with the consequences. When the War 

Requiem was first performed, it marked the death of one type of hero and the birth of 

another. 

During the night of November 14-15, 1940, the city of Coventry became "the first 

British city to suffer sustained bombardment" (Campbell 7). The city was home to 

munitions and aircraft factories; in retrospect, it is not difficult to see why Germany 

chose this city as a target. The raid lasted nearly eleven hours. At the end, much of the 
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city, including "the great medieval guild church of St Michael, which had been elevated 

to cathedral status in 1918" (Campbell 8) lay in smoldering mins. 

Almost sixty years later, it is difficult to separate fact from myth w hen one 

discusses Coventry. What is certain is that the city became an icon for all bombed cides 

outside of London. The Cathedral itself soon became a symbol of both destmction and 

survival, ft was quickly decided that the Cathedral would be rebuilt in some way. In 

1954, architect Basil Spence's design was chosen for the new building (Coventry 

Cathedral n.p.). The new building would be set at a right angle to the bombed shell of the 

Cathedral. While the design of the new cathedral is now rather dated, the mins still hav e 

an incredible power. 

In October 1958, Bridsh composer Benjamin Britten was initially approached by 

John Lowe, a member of Coventry Cathedral's Fesdval Arts Committee about 

"commissioning a choral and orchestral work" to commemorate the consecration of the 

new Cathedral in May 1962. Britten accepted the commission and the finished piece, the 

War Requiem, became one of his best known works. What sets this Requiem apart from 

others is its merging of the works of World War I poet Wilfred Owen with the Lafin 

Mass for the Dead. When Britten combined these tw o seemingly disparate w ritings. they 

became much more than the sum of their parts. 

From the early stages of composition. Britten knew he would use the poems of 

Wilfred Owen juxtaposed with the setting for the mass. In a 1961 letter to German bass 

Dietrich Fischer-Diekskau, who he hoped would be the bass soloist, Britten explained the 

scheme of the War Requiem. 
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I am writing what I think will be one of my most important works. It is a 
full-scale Requiem Mass for choms and orchestra (in memory of those of 
all nations who died in the last w ar). and I am interspersing the Latin text 
w ith many poems of a great English poet, Wilfred Owen, who was 
killed in the First World War. These magnificent poems, full of the hate 
of destmction. are a kind of commentarv on the .Mass; thev are. of course, 
in English. These poems w ill be set for tenor and baritone, with an 
accompaniment of chamber orchestra, placed in the middle of the other 
forces. They will need singing w ith the utmost beauty, intensity and 
sincerity, (qtd. in Carpenter, Benjamin Britten 403) 

The choral plan of the War Requiem is significant. "In the foreground are two soldiers, 

one English, one German, who sing with the chamber orchestra" (Palmer 11). In the 

premiere performance, the tenor solo w as sung by Briton Peter Pears and the bass by 

Fischer-Dieskau. "Beyond them range the celebrants of the Mass itself soprano soloist. 

. . . full choms and full symphony orchestra. They represent the formal, ritualized 

expression of mouming, and a liturgical plea for deliverance on the part of humanity-in-

the-mass" (Palmer 11). Britten wished the soprano soloist for the premiere to be Galina 

Vishnevskaya. a Russian. However, the Soviet govemment would not giv e her 

permission to perform and Briton Heather Hughes was the soprano (Carpenter 407). 

Further removed "is a choms of boys' voices and organ suspended in limbo: innocent and 

pure-sounding but totally divorced from breathing human passion . . . . They represent a 

zenith (or nadir) of remoteness" (Palmer 11). 

Britten, a pacifist granted Conscientious Objector status during World War II, w as 

intent on making a bold statement in the composition. Even the nationalities of the first 

soloists were important to him. He believed that these w ere '"the three nations that had 

suffered most during the war'" (Carpenter. Benjamin Britten 403). Bringing the three 
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nations together in this manner would serve as a visual and auditory reconciliation. The 

performance for the consecration was a success. The audience and the performers were 

moved by what had taken place. In his memoirs, Fischer-Dieskau wrote: '"I was 

completely undone; I did not know where to hide my face. Dead friends and past 

suffering arose in my mind'" (qtd. in Carpenter, Benjamin Britten 408). 

Britten's placement of Owen's poems in contrast to the sections of the Mass is 

deliberate. In the introit, the Choms begins with "Rest eternal grant them, Lord. /And 

may light perpetual shine on them" (translation is mine throughout, Britten 1-3). The 

Boys' Choir follows with "To you praise is meet, God in Sion; / and to you vows are 

made in Jemsalem. / Listen to my prayer; /unto You all flesh shall come" (Britten 6-8) 

These words, designed to bring comfort to those who grieve, are immediately followed 

by the tenor soloist singing: "What passing-bells for these who die as cattle?" (Britten 

13-14) from Owen's "Anthem for Doomed Youth." There is a sharp contrast between 

resting etemally and dying like cattle. The words of the Mass evoke images of a peaceful 

death, not one in the trenches. 

While the Latin Mass speaks of perpetual light shining on the dead, Owen's poem 

continues: "No mockeries for them from prayers or bells, / Nor any voice of mouming 

save the choirs,-/The shrill, demented choirs of wailing shells" (Britten 15-16). Britten's 

point is clear. The dead in warfare do not die peacefully or with light shining on them. 

Rather, they die in the midst of chaos of the worst sort. 

The "Kyrie eleison," "Christ, have mercy," follows "Anthem for Doomed Youth." 

The Choms sings "Christ, have mercy; Lord, have mercy; Christ have mercy" (Britten 

19). The listener is left to wonder if Christ is to have mercy on the dead, on those who 

98 



encouraged them to fight, or on all who w ere affected by the world w ars. Britten leav es 

that decision up to the listener. 

The entire War Requiem continues in this manner w ith Britten contrasting the 

words of the Mass with appropriate selections from Owen. The effect is frightening. 

First, Britten exposes the listener to the traditional words designed to bring comfort. 

However, the sense of comfort is short-lived. The poetry provides a disturbing, and often 

ironic, counterpoint. The contrasts created force the listener to reevaluate his or her 

feelings about death and warfare. When contrasted with Owen's poetry, the familiar 

words of the Requiem Mass almost become absurd. At the very least, they seem as naive 

as any of the compositions generated during World War I. 

In roughly fifty years, 1912-1962, the enfire tenor of music associated w ith war 

changed. No longer were songs such as "Be a Soldier, Be a Man" and "The Knights of 

To-Day" acceptable. The destmction of the past two world wars had made compositions 

such as these ridiculous, if not insulting. 

Instead of celebrating war, Britten condemned it, and people celebrated that 

condemnation. The writing and performing of the War Requiem marked an end to the 

blatant romanticizing of warfare. It took two horribly destmctive world wars to reach 

this point. However, the cumulative level of destmction on both the physical and 

emotional level convinced the general population that war was far from the romantic 

endeavor they thought it was. 

After World War I, the romantic vision of the soldier seemed to cling, though in 

much more diminished form. Although tens of thousands of men had died, their families 

were proud that they had died as soldiers. When World War II was declared, people 
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viewed it as a justifiable war. After the discovery of Adolf Hitler's concentration camps, 

the feeling of justification was even stronger. The knowledge of the extremes Hitler had 

gone to in order to eliminate Jews, gypsies, homosexuals, and others, howev er, stunned 

the world. The unthinkable had taken place. After so much destmction. people seemed 

quite ready to embrace a more pacifistic mind-set. If this had not been the case, Britten 

probably would not have been chosen as the composer. From the outset, it v\ as clear that 

the work would be a clear pacifist statement, not a glorification of combat. 

Just as the hero in ficfion changed because of World War I. so too did the music. 

In 1914, people could sing songs that portrayed the soldiers as heroes out of a romance 

novel. They were brave, strong, handsome, and indestmctible. On the other hand, if they 

died, they died bravely. After the war, the paradigm shifted radically. No longer were 

the heroes invincible; they were vulnerable, both mentally and physically. This shift 

carried over into other art forms. John Singer Sargent's painting Gassed is a prime 

example. Instead of seeing brave soldiers in battle or v ictorious soldiers conquering an 

enemy, Sargent chose to paint a line of men, blindfolded because of gas poisoning, 

walking through a camp, each man's hand on the shoulder of the soldier in front of him. 

This work could not have been executed before World War I. Sargent, like his 

contemporaries, simply did not have the knowledge of the realities of warfare to do so. 

Moreover, the public would have seen his painting as fiction, not as reality. 
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