


































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































367
impoverishment of emotional resources akin to chronic melan-
cholia: she likens herself to "a wheel without a tyre," feels
nshocks of suffering," and is about to "split asunder" in the
face of rejection (170, 173, 172). She is both "a great child"
and "an unwieldy battleship," and a clerk feels she is mad,
like Septimus (169). When she goes into Westminster Cathedral,
she seeks transcendence through God, striving to become "bodi-
less," to be rid of the external and internal markers of
class, gender, and national affiliation which constitute her
as an outcast, even as other English people pay homage to
their losses at the tomb of the Unknown Warrior in the Abbey,
a distinctly British icon of embodied consolation (174). The
communalization of Kilman's traumatic losses, however, is not
facilitated by any civic memorial.

Kilman's abjection by Clarissa must be linked to more
than differentials of class or sexuality. Ih fact, she is a
figure who not only exemplifies "the ghosting of the lesbian, "
but the ghosting of the defeated nation within England (Castle
gtd. in P. Smith 4). In this connection, it may be helpful to
contextualize Kilman's abjection in relation to the repudia-
tion of Teutonic origins which had previously inspired many
centuries of Anglo-Saxon racial myth in England. In spite of
Richard Dalloway's pleasure in being "ruled by the descendant
of Horsa" (153), a mythological narrative of origins which
commonly served to legitimate Anglo-Saxon supremacy based on

Germanic inheritance, "not much was heard in England about
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Teutonic excellence after World Wwar I" (MacDougall 2, 129). In
short, Kilman allegorizes many aspects of English relations
with Germany in the postwar period. In this respect, like
Septimus, Kilman represents a specter of the peace, "one of
those spectres with which one battles in the night": "it was
not her one hated but the idea of her, which undoubtedly had
gathered into itself a great deal that was not Miss Kilman"
(14) . Interestingly enough, when Kilman is described as "one
of those spectres who . . . suck up half our life-blood,
dominators and tyrants," such a description echoes represen-
tations of the monstrous Hun which informed Wartime propaganda
(15) .

Furthermore, Germany's humiliation was inscribed and
enforced by the Treaty of Versailles (1919), and the enormous
hunger of the nation after systematic blockades and rationing
can be linked to Kilman's insatiable appeti£e. Notably, in
support of my allegorical reading of Kilman's character,
Clarissa estimates that Kilman's appetite could be constrained
by her allegiances, in that she would "starve herself for the
Austrians" (170, 14).!' Both Kilman and Clarissa are locked in
a profound hatred for one another, and each occupies both
victim and perpetrator positions alternately. As J. Hillis
Miller keenly observes, the German music of Richard Strauss,
"Allerseelen," which is sung by the old woman outside the Tube
station, signals "the day of a collective resurrection of

spirits" (398). However, there is little pretence of any
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collective mourning of the dead in an England which has
disaffiliated itself from Europe after the War. Disallowed
from burying their dead on French or Belgian soil like the
English, "the Germans were obliged to excavate mass graves in
obscure locations to contain the remains of their casualties"
(Keegan FWW 5). In contrast to the British Cenotaph, the
German effort to create a national monument in 1924 only
produced bitterness and dissension: "instead of putting the
dead to rest, the whole experience exacerbated the sense that
the dead were still not at peace" (Whalen 185) . Even in
postwar London, then, Germany remains one of the pre-eminent
specters of the peace.

The "violent explosion" of a backfiring dignitary's car
is another scenario which recalls the origins of the First
World War, specifically, the assassination of Archduke Ferdi-
nand, when "the world wavered and quivered énd threatened to
burst into flames" (17, 18). Highlighting her own historio-
graphical play, the narrator describes the manner in which
"curious antiquaries, sifting the ruins of time," will later
examine the crowd's apprehension of the dignitary from the
vantage of geological time: the crowd will then be comprised
of "bones with a few wedding rings mixed up in their dust,"
but "the face in the motorcar will then be known" (20).
History selectively records the appearances of dignitaries and
royalty. However, the masses of people which animate and

propel events are not a traditional part of such accounts. In
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this instance, though, the car acts as a kind of screen memory
for the crowd: "something had happened . . . in its fullness
rather formidable and in its common appeal emotional; for in
all the hat shops and tailors' shops strangers looked at each
other and thought of the dead; of the flag; of Empire" (22).
The metonymic chain, the dead, the flag, the Empire, testifies
to the Great War's absorption into a historiographical
narrative of nationalism. While "the surface agitation of the
passing car as it sunk grazed something very profound" (22),
the passing car elicits the same sacrificial enthusiasm as the
recent War: men "seemed ready to attend their Sovereign, if
need be, to the cannon's mouth, as their ancestors had done
before them" (23). The Great War remains a "lieu de trauma"
precisely because it has not been worked through, but rather
continues to inspire the crowd's uncontrolled transferences
and phantasies of acting out nationalistic éacrificial
narratives. In this manner, the Great War "continues to be
kept before the reader, its consequences and aura still
palpable in Bond Street five years after the peace" (Knox-Shaw
106) .*°

Insulated from the effects of the War in Europe, Peter
Walsh, who has been in India, returns to London and feels
admiration for the "marble stare" achieved by "weedy" boys
marching on Whitehall as they carry a wreath to the Cenotaph
(66) . In a pointed irony, the next deneration already carry

"on their faces an expression like the letters of a legend
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written round the base of a statue praising duty, gratitude,
fidelity, love of England" (66). Walsh threads through the
gallery of monuments to "the black, the spectacular images of
great soldiers," but he distances himself from military
discipline, citing "the troubles of the flesh" (66, 67).
Standing under Gordon's statue, pitying its posture, he
recalls his own boyhood fascination with the hero defeated at
Khartoum; "poor Gordon, he thought" (67).'* Walsh achieves a
phantasmatic identification with the Empire: he feels that
neivilization" is "dear to him as a personal possession;
moments of pride in England; in butlers; chow dogs; girls in
their security" (71). As his stroll reveals, five years after
the War, militaristic models of masculinity have been
reasserted. Life itself seems to have been entombed with the
Unknown Warrior, and "drugged into a stiff yet staring corpse
by discipline" (66). As Bourke notes, "in the interwar years,
attempts to remember the wartime body and to reconstruct a new
type of masculinity failed to provide an alternative to either
Kitchener or the Unknown Warrior" (252). Peter, who is
"dependent upon others," and "not altogether manly," and whose
"susceptibility" has reportedly been his "undoing" in Anglo-
Indian society, is a character "who must constantly enact
hypermasculinity in order to maintain his heterosexual
identity in male-dominated society" (MD 207, 204, 198; P.
Smith 62). Certainly, Peter's identification with Whitehall's

monuments cannot be extricated from his own phantasmatic
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identifications with stylized and stoical exemplars of the
masculinity he fails to enact, given his own "astonishing
accesses of emotion," namely his "bursting into tears" with
Clarissa (104).

Walsh's preoccupation with Clarissa attests to the rever
berating shock of her rejection, a shock which has still not
been assimilated. Even after the elapse of decades, "he stood
there thinking, Clarissa refused me" (64). Superlatives and
absolutes are repeatedly called forth in his reflections on
her: "it was impossible that he should ever suffer again as
Clarissa had made him suffer"; "Clarissa had sapped something
in him permanently"; "it had spoilt his life, he said
One could not be in love twice"; their parting "had mattered
more than anything in the whole of his life" (103, 208, 251,
82). He is driven to replay aspects of their relationship at
Bourton even as he is apparently on the verée of marrying
another woman in India. Apparently unable to work through his
transference to Clarissa, he remains bound in a compulsion to
repeat the past: "she kept coming back and back like a sleeper
jolting against him in a railway carriage" (99). This
unmasterable past floats above him and Clarissa like a
permanent fixture of their acquaintance: "there above them it
hung, that moon" (54). Enthralled by the complex of emotions
and associations she elicits, he perceives Clarissa as a
"terror" and an "ecstasy" (255). As Smythe correctly discerns,

his "invocational speech act creates the figure of Clarissa
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her present image is his consolation for the loss of her
love thirty years before" (72). The novel's final image of
Clarissa, then, signals Peter's profound, unassimilated
ambivalence; thus, she takes her place among the Great War's
many "ghosts of the interregnum" in the novel's superimposed
landscapes of grief (Rabaté 231).

When Walsh falls asleep in Regent's Park, his phantasies
of relations with various female incarnations of desire
eventuates, unexpectedly, in a vision of an archetypal image
related to war, the mater dolorosa, the grieving mother.
Within this dream, he is sought by "an elderly woman" who
seeks "over the desert, a lost son," to be "the figure of the
mother whose sons have been killed in the battles of the
world" (75). In this vision, the "solitary traveller" walks
down the street of a pastoral village where "the evening seems
ominous; the figures still; as if some auguét fate, known to
them, awaited without fear, were about to sweep them into
complete annihilation" (75). The dreamer here approaches the
specter of the Great War, "some [August] fate"; Peter is
caught up in an uncanny scene which highlights his
belatedness, his unformulated knowledge and anticipation of
disaster. The elderly woman stands at a door "with shaded
eyes, possibly to look for his return" (75). The "dream-work"
employs the displacement of psychic elements, "visions which
ceaselessly float up, pace beside, put their faces in front

of, the actual thing," and the condensation of psychic
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elements, "myriads of things merged in one thing" (74). In
this manner, the dream-work has effectively conjured and
disguised the unconscious import of Walsh's promenade through
Whitehall. Significantly, he is called back, in a repetition
summons, to the contemplation of War beyond his initial
phantasmatic and "oneiric production" of desire in which
"compassion, comprehension, absolution" are vouchsafed to him
by a placating maternal figure (Ferrer 37). Yet, the
transmutation of this original image attests to his role as an
unwitting bystander or accidental spectator, filled with the
dread of some imminent catastrophe. Peter's dream betrays the
unmourned monumentality of the Great War in London in 1923,
the dilemmas posed by the collective nature of traumatic
knowledge, as well as the mystery of his own individual
accountability or involvement. The compulsion to replay the
affective upheaval of the War manifest in his dream reveals
the belated personal and social processing of an event which
eludes the narrative mastery accorded to it in nationalistic
accounts.

The limitations of nationalistic narratives are
particularly pronounced with respect to the political
aftermath of the Great War: Clarissa "could feel nothing for
the Albanians, or was it the Armenians? but she loved her
roses (didn't that help the Armenians?) . . ." (157). The
conflation of Albanians, Armenians and roses highlights her

collapse of public conflict with private consolation, a



375
pattern reiterated in relation to the combat veteran.
Moreover, her inability to isolate the Turks as the perpe-
trators of the mass atrocities undertaken against the
Armenians foregrounds her ignorance and confusion in the face
of already intractable dilemmas of accountability and
intervention in international relations, another formidable
specter of the peace. As Clarissa is dimly aware, the
Armenians were "hunted out of existence, maimed, frozen, the
victims of cruelty and injustice" (157); the "Armenian
Question" testifies to the continuing dynamics of the Great
War, and to issues of national culpability. According to a
retrospective account by David Lloyd George, Prime Minister
during and after the crises of War (1916-22), "the action of
the British Government led inevitably to the terrible
massacres of 1895-7, 1909 and worst of all to the holocausts
of 1915" (gtd. in Tate 156). Under the Lausénne Treaty signed
in July, 1923, the Armenians received no effective protection
from the Turks. In Mrs Dalloway, Richard's committee is in the

process of negotiating this very treaty (Tate 159).

Postwar Conservatism

A member of the Conservative Party, Richard is reported
to appreciate "continuity; and the sense of handing on the
traditions of the past" (153). He is linked to "the public-
spirited, British Empire, tariff-reform, governing-class

spirit" of the administration of Stanley Baldwin, who was
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Prime Minister in June 1923 (100). Baldwin "expressed a desire
to look beyond the catastrophe of war, to revitalise the myth
of a simpler, nobler England" (Greenslade 240). Compared to a
shop assistant in the novel (225), he was chiefly known for
his bungled negotiations of Britain's massive War debts to the
United States (Tate 160). His government outlined an
apparently "depoliticized conservative patriotism, but one
essentially English and rural in its imagery, evoking
nostalgic and parochial images of a ~golden age' of rural
life" (Lynch 19). Accordingly, as Walsh speculates, Richard
"ought to have been a country gentleman" since "he was at his
best out of doors, with horses and dogs" (97). More impor-
tantly, however, when Richard deplores the reading of Shake-
speare's sonnets, describing such reading as "listening at
keyholes" (98), a viewpoint which meets with Clarissa's
approval, their mutual embrace of "a speciai kind of emotional
economy" governed by conservative values suggestively
highlights the wider ramifications of policies which were
instrumental in British negotiations of postwar settlements
which effectively ignored the plight of a country such as
Armenia (Light 212).

Although John Hessler appropriately situates Clarissa
Dalloway within a "mercantile world view" which previously
embraced Moll Flanders, Emma Woodhouse, and other English
heroines (126), he fails to provide any nuanced discussion of

Clarissa's unique postwar context. However, based on Alison
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Light's study of femininity and conservatism between the Wars,
I think speculation is warranted on the affinities between Mrs
Dalloway and Mrs Miniver, a stoical English character who
weathers the Blitz during the Second World War with a cheerful
reserve reminiscent of Lady Bexborough, the woman Clarissa
radmires most" for her stoical composure in the face of her
son's death (11). Light persuasively maintains that after the
devastating losses and ruptures of the War, conservatism, even
at its "least articulate level," served as "a fertile source
of fantasy, inspiration and pleasure," a trend which
reconstituted domesticity as "a new locus for the ideal of a
continuous and stable national history" (17, 16, 211). In this
connection, Clarissa's espousal of a "culture of privacy," as
well as her extreme anxiety regarding class discriminations,
along with her "minimalist management of emotional and social
life," link her behaviours and beliefs with'the specific
postwar cultural shifts identified by Light (12, 13, 212).

Spiritualism may also be considered an aspect of postwar
conservatism in contexts of mass death.'®* As Bourke suggests,
"spiritualism was the transcendental equivalent to cremation";
"immaculate bodies" were suspended in a state beyond the
"mortification" and "putrefaction" of the heaps of rotting
bodies familiar to civilians from images and stories of the
trenches (234). More generally, spiritualism was a mode of
response to the Great War which explicitly repudiated the

finality of death; it subjected the object of loss to a
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revised topography, endowing the dead with the presence of the
living. According to Cannadine, "if Armistice Day was the
public recognition of bereavement, the Spiritualist movement,
by contrast, was the "private denial of death" ("WD" 227).
Furthermore, Winter argues that it took collective forms and
constituted an important modification of existing concepts of
community, given the pronounced "importance of kinship--
familial or socially defined--in the process of coming to
terms with bereavement in wartime" (SM 30). Although she does
not mourn any relatives who died fighting in the War, through-
out the novel, Clarissa muses on "a transcendental theory" of
unseen life after death, "so that to know her, or any one, one
must seek out the people who completed them; even the places"
(200) . In the same vein, Peter recalls Clarissa's youthful
belief that "the unseen might survive, be recovered somehow
attached to this person or that, or even haﬁnting certain
places, after death" (200). Even in her fifties, Clarissa
imaginatively fashions a concept of the afterlife as she
strolls through London: "on the ebb and flow of things, here,
there, she survived, Peter survived, lived in each other, she
being part, she was positive, of the trees at home . . . being
laid out like a mist between the people she knew best . . ."
(11) . In part, Clarissa's creation of "fictive kin" may be
understood as a mode of response related to the " [deepening]"
of "older languages of loss and consolation" in the wake of

the Great War (Winter SM 46, 76). As Winter indicates, after
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the Armistice "fictive kinship" constituted "the hidden pre-
history of many . . . forms of collective remembrance"” ("KR"
47). For instance, when Clarissa "recognizes her affinity to
the clerk and war veteran whom she has never met, the moment
is clearly meant to signify the multiple transcendence of
social boundaries" (Darrohn 101). Paradoxically, however,
Clarissa consoles herself with specters; among the living, her
empathic limitations are often highlighted.

Clarissa's spiritualism takes its non-denominational icon
in the form of her elderly neighbour: "somehow one respected
that--that old woman looking out of the window, quite
unconscious that she was being watched" (165). The unwitting
nature of the specular image consoles Clarissa, fulfilling a
narcissistic phantasy of completion, extension, and con-
nection. As Hessler correctly points out, in this phantasy,
"the “other' is not historical, the encountér with it not at
all conditioned by material factors; it is instead mystical,
eternal, ineffable, unchanging" (131). Love and religion,
which call for tremendous libidinal investments, exposing the
ego to the labours of transference and working-through, call
for explicit and external commitments; Kilman's institutional
faith clearly engages Clarissa's defenses. Love and religion
destroy "the privacy of the soul," a privacy which seems to be
generated from a libidinal energy in some measure withheld
from its objects, free to circulate because it is ultimately

bound by the ego (165). This pursuit of contiguity governs
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Clarissa's selection of fictive kin. Clarissa's spiritualism
thus both suspends and anticipates mourning; it exposes the
limitations of her imagination of community even as it seeks
to reconfigure the possibilities for local connection. Her
parties are certainly underwritten by her spiritualist creed
in that they represent "an offering for the sake of an
offering" (159). Yet, these parties can also be understood to
effect "the perpetuation of a moribund society," in which the
"communion" they create is "momentary" and fleeting, in no way
embodying any challenge to an established conservatism which
presumes a general social complacency regarding postwar

realities (Miller 401).

Introjection and Incorporation

Notably, Clarissa grieves the lack of "something central
which permeated" in her personality and hefrsocial inter-
actions, "something warm which broke up surfaces and rippled
the cold contact of man and woman, or of women together" (40).
Even within her married life, "she could not dispel a
virginity preserved through childbirth which clung to her like
a sheet" (40). These laments signal a loss of her capacity to
broaden her identity through what the neo-Freudians Abraham,
Torok and Rand specify as the process of "introjection." They
view introjection as "the basic principle of mental organiza-
tion"; accordingly, obstacles to introjection are understood

as "forces of mental disorganization" (Rand "I" 7). Their
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formulation is particularly relevant to literatures of trauma
because introjection designates "the continual process of
self-fashioning through the fructification of change," namely
the "ability to survive shock, trauma, or loss" (Rand "I" 7,
14) . Introjection involves the continual reorganization of
personality in the wake of mourning serial losses; this
concept "appears to be a synthetic enlargement of abreaction,
binding, working out, working-through, and the work of
mourning" (Rand "I" 9). In the wake of historical trauma,
though, the combined processes identified by Rand, namely
abreaction, binding, working-through, and mourning, may be
countered by a complex of forces resistant to these processes,
involving repression, repetition compulsion, the death drive,
acting out, and melancholia.

To account for ruptures, or transitional gaps in the
psyche in the wake of an inability to mourﬂ, however, they
resort to the concept of incorporation. Rather than identi-
fying a process of gradual or protracted assimilation,
incorporation, which indicates "the refusal to introject
loss, " must be understood as an "instantaneous and magical"
process which aims to preserve a "secretly perpetuated
topography" (Torok SK 113; Abraham and Torok SK 125).
Highlighting the ossification which may occur as a result of
the construction of a memorial, they compare an internal
landscape of loss to a graveyard, in which the ego may take

the role of the "cemetery guard" (Abraham and Torok SK 159).
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Extending the metaphor, Torok suggestively remarks that, "like
a commemorative monument, the incorporated object betokens the
place, the date, and the circumstances in which desires were
banished from introjection: they stand like tombs in the life
of the ego" (SK 114). Thus, given their productive conflation
of internal and external landscapes of loss, Abraham, Torok
and Rand enable a reading of posttraumatic subjectivity in
relation to both public and private topographies of mourning.
In spite of its global attention to impasses of memory and
mourning, to modes of cultural incorporation which repudiate
the need for change in the wake of loss, involving shell
shock, Germany, the Armenian genocide, the monarchy,
masculinity, and conservatism, Mrs Dalloway's most extensive
treatment of the co-implication of trauma and mourning must be
considered Clarissa's belated encounter with the veteran's
death. I interpret this encounter in a symp&omatic fashion as
a means of foregrounding the combined failures of witnessing

and mourning in postwar London.

Clarissa Dalloway: A Melancholic Witness

Why does Clarissa, a wealthy Westminster society lady,
feel that "it was very, very dangerous to live even one day"
(10)? News of Septimus's death, while it activates fears of
mortality and ageing, also recalls a specific traumatic scene
from childhood: "always her body went through it, when she was

told, first, suddenly, of an accident; her dress flamed, her
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body burnt" (241). As Culbertson illustrates, the body's
responses to events are "prior to any narrative": "they obey
none of the standard rules of discourse: they are the self's
discourse with itself and so occupy that channel between the
conscious and unconscious that speaks a body language" (178).
Significant to Clarissa's recurring and vivid body languages
in response to disaster may be a previous scene of witnessing,
a scene which only Walsh recalls: "to see your own sister
killed by a falling tree (all Justin Parry's fault--all his
carelessness) before your very eyes, a girl too on the verge
of life, the most gifted of them, Clarissa always said, was
enough to turn one bitter" (101). In Abel's incisive words,
"this offhand presentation both implants and conceals an
exaggerated echo of Clarissa's own split experience" (33). For
instance, memories of Sally Seton are also informed by dread
of trauma repetition: "a presentiment of sdmething that was
bound to part them," as if "she had known all along that
something would interrupt, would embitter her moment of
happiness" (44, 46). While such dread may suggest displaced
affect relating to her sister's death, the displacement of
traumatic affect which continues to mark her life, even in
middle age, signals the ongoing impact of unassimilated
encounters with mortality. Clarissa's incorporation of
Septimus's death must be related to her previous inabilities
to introject loss.

Clarissa undergoes a highly complex and even elliptical
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series of responses to the veteran's suicide. For instance,
she feels a fleeting sense of public complicity (243); empathy
and compassion are also significant, if provisional, aspects
of her response. In fact, her complex reflections in relation
to Septimus's death reveal the transferential challenges
issued by the trauma survivor to the trauma witness: psychic
confrontation with the fundamental facts of existence,
particularly in terms of the witness's own relationship to
death. As Laub observes, "the listener can no longer ignore
the question of facing death; of facing time and its passage;
of the meaning and purpose of living; of the limits of one's
omnipotence; the great question of our ultimate aloneness

" ("BW" 72). Such issues embrace Clarissa's pre-existing
preoccupations throughout the day. While she is not placed in
a position which requires the reception of oral testimony,
nonetheless she must cope with the affectiQé resurgences of
unconfronted past events upon learning of the veteran's
suicide. As discussed at greater length in Chapter Three, the
trauma witness must strive to cope with such transferential
challenges in the midst of a simultaneous commitment to co-
implication and difference with respect to the trauma (cf.
Laub "BW" 58). Yet Clarissa's response to Septimus ultimately
gives way to a rapturous mode of affirmation which breaches
any such poised contention of boundaries. Her interpretation
of the veteran's death can be partially understood as an

inability to grieve or confront mortality, resulting in an act
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of appropriation implicated in the very critiques which the
text launches against those who seek to impose, coerce, or
confine a particular narrative understanding on those subject
to traumatic knowledges. In fact, in Clarissa's response, the
defensive processes engaged by the resistance to trauma are
successively activated and rendered apparent.

The traces of Septimus's trauma are confronted with
immediate resistance and shock: "Oh! thought Clarissa, in the
middle of my party, here's death" (240). As Tate wryly
observes, however, "the idea of death might have entered her
party, but its physical presence remains elsewhere" (164). The
idea of death at a party is out of any expected sequence and
presents obstacles to narration and accommodation. Clarissa
seeks out the Prime Minister and Lady Bruton, a search which
reenacts and affirms an archaic sense of abandonment: "there
was nobody" (241). Such a sense of abandonﬁént combines with a
sense of narcissistic injury related to the disruption of her
party. Her initial shock then modulates into prohibitive
outrage and anger: "what business had the Bradshaws to talk of
death at her party?" (241). Loss is then troped, rendered
figurative as a shilling thrown into the Serpentine (241). The
mortality of her own generation is uppermost in her mind:
"they would grow old" (241). In quick succession, she con-
fronts topographies of loss in superimposed dimensions, even
reenacting the crisis engendered by Lady's Bruton's exclusion

earlier in the day which "made the moment in which she had
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stood shiver, as a plant on the riverbed feels the shock of a
passing oar and shivers" (38). The experience of time, after
subjection to shock, dilates, introduces a gap in the ability
to emplot the life story, given other successively unmourned
losses. Thus, a sense of abandonment leads very quickly to
Clarissa's meditations on death: "she feared time itself, and
read on Lady Bruton's face, as if it had been a dial cut in
impassive stone, the dwindling of life" (38). She succumbs
fully to a state of unmediated lack, identifying herself as
"shrivelled, aged, breastless" (39). The attic room with its
bed anticipates her coffin: "narrower and narrower would her
bed be" (40). No resolution has occurred with respect to some
liminal or transitional passage, as revealed through her
literal hesitation: she felt "as she stood hesitating one
moment on the threshold of her drawing-room, an exquisite
suspense, such as might stay a diver beforé’plunging" (39) .

At this point, it is useful to recall Santner's discussion
of "narrative fetishism" in terms which apply most explicitly
to Clarissa's formulation of the veteran's death: it is "a
strategy of undoing, in fantasy, the need for mourning by
simulating a condition of intactness, typically by situating
the site and origin of loss elsewhere" (PLR 144). In fact,
Clarissa's narrative of the veteran's suicide repudiates the
necessity for grief; rather than representing a loss, his
death symbolizes an apotheosis of defiance, communication,

consummation (241-42). Clarissa's transvaluation of trauma
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configures her linkage of death and the sublime: "death was an
attempt to communicate, people feeling the impossibility of
reaching the centre which, mystically, evaded them . . ."
(242) . Such a transvaluation leads to Clarissa's explicit
affirmation of the suicide, signalling its status as narrative
fetishization: "but what an extraordinary night! She felt
somehow very like him--the young man who had killed himself.
She felt glad that he had done it; thrown it away while they
went on living" (244). Clarissa's substitution of herself for
the veteran reveals the imperilled status of traumatic
knowledge subject to narcissistic implosion.

The Great War does not play any part in her speculations,
even though she is informed, "“he had been in the army'"
(240). As is consistent with Santner's account of "narrative
fetishism," the site and origin of loss is situated elsewhere.
Bradshaw's tyranny, his capacity to "[forcé the] soul" is
indicted, even though she is responsible for inviting the
doctor to her party (242). She also relates the site of loss
to some structural trauma, the child's transition to
adulthood, which instills some originary sense of abandonment,
"the terror," or "the overwhelming incapacity," "this life, to
be lived to the end" (242). Her first question as to the
motivation for the suicide, "but why had he done it?" is
transformed to, "had he plunged holding his treasure?" (241,
242) . Such thinking is explicitly redemptive. The "treasure"

Clarissa envisions relates to her experiences at Bourton, her
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creed on the necessary "privacy of the soul," which inevitably
links death and the sublime: "“If it were now to die, 'twere
now to be most happy'" (242). Thus, "even as Mrs Dalloway
refers, with biting irony, to scapegoat mythology, it depends
on it for its own dramatic structure" (Darrohn 102). The chain
of associations which equates death and preservation reveals
that "Septimus's suicide consolidates the society he leaves
behind, creating a greater sense of belonging at Clarissa's
party" (Squier 117). Clarissa's narrative fetishization of an
untimely death is suggestive of a complex evasion of, and
entrapment in, grief. In Mark Spilka's opinion, an opinion
supported throughout my own analysis, Clarissa fails to enter
into "any confrontation at all of that unworked burden of
grieving, loss, defilement, guilt, and anger which her hapless
double has had to bear for her, and of that telltale inability
to feel which makes her own defense of the éoul's privacy so
suspect" (73).

The dynamics of Clarissa's response to the veteran's
suicide raise general questions concerning the role of ego
boundaries in Mrs Dalloway. As Walsh reflects after his
imaginative pursuit as a "romantic buccaneer" through the
streets of London, "one makes up the better part of life
all this one could never share--it smashed to atoms" (70).
During such an enactment of phantasy, Walsh, in a manner
similar to Clarissa, explores the fundamental investment of

subjectivity in its own narrative positions, its own
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interpretive acts. In Ricoeur's view, appropriation is not a
ntaking possession" but a "divestiture" of the ego through the
act of reading ("A" 95). Jean Wyatt's perspective on the
novel, for instance, corresponds with this view: " [Clarissal
emerges from fusion with Septimus radiant with new vitality
and expanded awareness" (125). Certainly, the act of bearing
witness to the trauma survivor will involve a demanding
affective exchange; such exchange, however, requires the
witness's ongoing achievement of a recursive and reflexive
self-awareness. Fusion, exemplified in Clarissa's response,
displaces any encounter with difference. In my view, then, the
issue of ethical engagement with the traumatic experience of
the veteran is not adequately addressed in an emphasis on the
interpretive interchangeability of narrative positions.

Where is the alterity, the "affront to understanding"
embodied by traumatic experience to be founa in Clarissa's
response (Caruth "RP" 154)? In fact, affinities, echoes, and
chains of imagery throughout the text link Clarissa with
Septimus. Clarissa's bodily imagining of his death actually
heightens our knowledge of the suicide (Tate 478). But, as
Webb points out, many of the text's other characters are
implicated in the chains of imagery they share: "Woolf's
narrative interweaving challenges the exclusive parallel she
has invited us to construct" (290). Despite this textual mode
of communalization, during his distress, Septimus has no

consistent or responsive witness. Before his suicide, the
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beating of his heart echoes the funeral dirge from Cymbeline,
"Fear no more" (182).'° And after death, his "belated witness,"
Clarissa, does not function as a "guardian" of his testimonial
act (Laub "BW" 58). Rather, the veteran functions as an
enabling narrative context for existing social arrangements.
Clarissa's meditations on Septimus's death require context-
ualization in relation to the struggle of veterans to achieve
communalization of their trauma. Her reactions to the suicide
transform the unassimilable aspects of traumatic knowledge
into "forms of mediation" for her own subjectivity (Steedman
108) . Clarissa's endorsement of his death affirms the "privacy
of the soul" against the incursions of coercive narrative,
even as her response translates the alterity of his traumatic
experience into the terms of her own narrated self-identity.

Although S. Smith makes an interesting argument when she
asserts that "Clarissa serves as an example‘of non-patho-
logical mourning that does not depend upon Freud's formula of
the ultimate freedom of the ego from the lost love object"
("RGW" 316), it remains clear that Clarissa's melancholic
preoccupations dominate her psychological life. In particular,
memories of Bourton are revisited throughout the day, a
topographical site which continues to denote the shared
psychological entrapment of Clarissa and her peers in the past
(cf. P. Smith 63). In a general sense, the novel's simul-
taneous evocation of Bourton and the Great War as memory-sites

which continue to entrap the characters attests to its complex
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evocation of overlapping configurations of loss. Bourton, a
pastoral site which recalls passages of structural trauma,
disruption and fixation, precedes the historical trauma of the
Great War, but continues to inform the perceptions of the
latter event. The prominence of Bourton in Woolf's narrative
of aftermath also registers the collective significance of
idylls of rural life in the consolidation of conservative
postwar politics. In this manner, Mrs Dalloway addresses the
complex interpenetration of contexts which inform postwar

failures to acknowledge the losses of the War.

Conclusion: The Dilemmas of Reception

Without explicitly naming the War, Walsh muses that
"those five years--1918 to 1923--had been, he suspected,
somehow very important" (77). As Mrs Dalloway dramatizes in
such a compelling fashion, the Armistice by’no means signalled
the end of the War experience. When Richard Dalloway contem-
plates the War dead, "thousands of poor chaps, with all their
lives before them, shovelled together," he reflects that, in
spite of the halting of traffic for the laying of a wreath,
the War dead, whose ranks Septimus has joined, are already
"half forgotten" (150). So too, in Mrs Dallowgy, veterans are
"half forgotten": the narrative's complex interweaving of the
issues of individuality and universality affirms but ulti-
mately collapses difference between the veteran and civilian

communities (Miller 392). Alternately, Booth concludes that
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the novel has both cautionary and exemplary status with
respect to its representation of civilian-veteran relations:
"civilians can at least begin to approach the experience of
war by directing imaginative energy toward it. The suggestion
is modest but honest: to claim access to more would be
presumptuous" (168). Yet Clarissa's own presumptuous claims
regarding the veteran enable the reader to witness her failure
to sustain the transferential challenges involved in the
affective and ethical stance of bearing witness to trauma.
Similarly, critical practices which conflate the incommen-
surable experiences of veterans and civilians cannot commem-
orate trauma's resistances to narrative and understanding and
may constitute a form of "false witness" (Lifton T 142).
Because of its textualization of traumatic experience, then,
Mrs Dalloway, which conjures the many specters of the peace
prior to the Second World War, specters var&ously associated
with the returning figure of the shell-shocked veteran,
foregrounds the ongoing and difficult role of the reader in
configuring ethical contexts for the narrative's translation

and transmission of traumatic knowledges.
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Chapter Seven
Notes
1. This chapter is a significantly revised and expanded

version of an earlier essay, "Veterans and Civilians: The
Mediation of Traumatic Knowledge in Mrs Dalloway," published

mm;mmmwmﬂmﬂi&mw
Virginia W , ed. Laura Davis

and Jeanette McVicker (New York: Pace UP, 1999).

2. For example, on the construction of Septimus and on
relations between veterans and civilians, see Suzette Henke,
"Virginia Woolf's Septimus Smith: An Analysis of “Paraphrenia'
and the Schizophrenic Use of Language," Literature and
31.4 (1981), 13-23; Thomas (1987), Ferrer (1990),

Greenslade (1994), Knox-Shaw (1995), Booth (1996), and
DeMeester (1998); on international and domestic politics, see
Tate (1998); on race and/or class, see Hessler (1990),
Phillips (1994), Allan (1995), Schroder (1995), and Darrohn
(1996) ; on gender and sexuality, see Emlly Jenson, "Clarlssa
Dalloway 8 Respectable Suicide," in Vi :
Slant, ed. Jane Marcus (Lincoln: U of Nebraska P, 1983), 162-
79; Abel (1989), Wyatt (1986), P. Smith (1997), and Wachman
(1997), among others; for general considerations of Woolf and
mourning, see Spilka (1980), Mepham (1983), Smythe (1992) and
S. Smith (1995). Also see Laura A. Smith, "Who do We Think
Clarissa Dalloway is Anyway? Research 1nto Seventy Years of
WOOlf Cr1t1c1sm," in : ;W

W , ed. Eileen Barrett and Patricia Cramer (New
York: Pace UP, 1995), 215-21.

3. I am indebted to Searles's discussion, in spite of its
distinct emphases, for recalling this reference to me from
Three Guineas (118).

4., For an alternate discussion of the Septimus-Clarissa dyad
in Mrs Dalloway, see Ferrer; he engages the Freudian concept
of the double, "a substitute who has ceased to reassure," a
"conjuring of death," in relation to Woolf's memoir, "A Sketch
of the Past" (12).

5. Contrary to DeMeester, I would avoid any conflation of
modernism and shell shock, as when she claims, "the ultimate
paradigm of the trauma survivor and hence modernist man
emerged in the aftermath of the First World War--the shell-
shocked war veteran" (652).

6. While Greenslade (1994) also compares Howard's End and Mrs
Dalloway, contrary to my own qualified position on the novel's
simultaneous critique and deployment of eugenic discourses, he
concludes rather dramatically that "no novelist before (Woolf]
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had exposed this value system as clear-sightedly and
rigorously; none, significantly, after her. In this respect
Mrs Dalloway is both the first and the last fiction to
deconstruct the fictions of degeneration" (228).

7. On the question of biography, I am in agreement with Ferrer
when he notes that, "contrary to appearances, to bring the
figure of the author in here is not an easy way out, because
such an answer brings with it a host of other questions. How
can an author be the double of the double of one of his or her
characters . . . . How can a novel be linked to a suicide
which took place twenty years after it was written?" (10).
According to Thomas, it was the potential congruence between
hysteria and shell shock which "may have given Woolf the
confidence to utilize her own experiences of mental breakdown
in conjunction with details of the Report in portraying a
shell-shock sufferer" (50).

In this connection, also see Spilka, who declares that
Woolf "was engaged from childhood on in a conflict as
devastating in its toll on feelings and relations as the First
World War . . . . Her form of shell shock was domestic and
familial . . ." (46); moreover, Spilka also claims that Woolf
may be considered "a civilian casualty of World War II" (123).
Squier declares that "Septimus functions as a scapegoat not
only for Clarissa but also for her creator . . . we may infer
that he defuses the anxiety and antagonism Woolf felt toward
the traditional role expectations she inherited from her
mother and was taught by her half-brother . . ." (120).

For other salient discussions of Woolf's life which may
have a bearing on her construction of Septmmus, see Stephen
Trombley, = W ' W
Her Doctors (London: Junction, 1981); Louise DeSalvo, Virginia
Woolf: The Impact of Childhood Sexual Abuge on her Life and
Work (New York: Ballantine, 1989), as well as her essay,
"Virginia Woolf, Incest Survivor," Virginia Woolf
Miscellanies, ed Mark Hussey and Vara Neverow-Turk (New York:
Pace UP, 1992), 164-71; Toni McNaron, "The Uneasy Solace of
Art: The Impact of Incest on Virginia Woolf's Aesthetic," in
Women's Studies Interpatiopnal Forum (Spring 1992), 36-49;
Thomas C. Caramagno, "The Lure of Reductlonlsm in Psycho-
logical Treatments of Woolf's Life," in Vi
Arts, ed. Diane Gillespie and Leslle Hankins (New York: Pace
UP, 1997), 320-26; Madelyn Detloff, "Imagined Communities of
Criticism: “Wounded Attachments' to the Icons of H.D.

Gertrude Stein and Virginia Woolf" in y;;g;nla_ﬂgglﬁ_gnd
Communities, ed. Laura Davis and Jeanette McVicker (New York:
Pace UP, 1999).

8. For a more wide-ranging discussion of the role of
evolutionary concepts in the novel, see Elizabeth Lambert,
"Proportion is in the Mind of the Beholder Mrs Dalloway's

Critique of Science," in Virginia Woolf: Emerging
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ives, ed. Mark Hussey and Vara Neverow (New York: Pace
UP, 1994), 278-82.

9. For other characterizations of group processes in Mrs
Dalloway, see Allen MclLaurin, "Consciousness and Group
Consciousness in Virginia Woolf," Virginia Woolf: A Centenary
Perspective, ed. Eric Warner (London Macmlllan, 1984), 28-40;
also see his "Virginia Woolf and Unanism," in The Journal of
Modern Literature 9.1 (1981-82), 115-22. Miller may also be
helpfully consulted in this connection.

10. Although Lady Bruton's emigration project relates to
orphans, Stephen R. Ward points out that "by early 1921 over
42,000 ex-servicemen had emigrated, primarily to Canada and
Australla" (22) . See "Great Britain: Land Fit For Heroes
Lost," in Ihg_Ha:_Ggngza;;Qn*__e;g:ans_gf_nhe_zlrsn__grLd__ax
ed. Stephen Ward (Port Washington, NY: Kennikat P, 1975), 10-
37.

11. According to Granofsky, "one biological function that
proves to be powerfully symbollc of much that is involved in
the human experience of trauma is eatlng" (14) Also see Allie

Glenny, v in
L;ﬁg_and_ﬂgrk_gﬁ_Yirginia_ﬂgglﬁ (New York: St. Martin's P,
1999) .

12. "Soon after his assumption of the Chancellorship, Nazi
writers began to represent Hitler, the “unknown corporal,' as
a living embodiment of the “unknown soldier' Weimar Germany
had failed as a state to honour" (Keegan FWW 6).

13. Commenting on the significance of the aeroplane in the
novel, Beer maintains that "it is no war-machine. Its
frivolity is part of postwar relief. It poignantly does not
threaten those below" (276). Yet, it is only in the shadow of
the recent War that the aeroplane could seem both frivolous
and poignant.

14. See Bourke's discussion of Lord Kitchener, who took over
the Indian Campaign after the death of Gordon, and who later
mobilised the men known as "Kitchener's Army" in the Great
War. Although he drowned in 1916, his body was symbolically
resurrected in 1926, signalling the recuperation of modes of
masculinity linked with heroism and authority in the interwar
period: "in those dark, divisive days in 1926, only a hero
such as Kitchener could put everything in order again" (243).

15. See Carrie Doehring for dlscu351ons of trauma and
splrltuallty in

(Lanham, MD: UP of America, 1993): "the
metaphor of traumatization as a desecration of the inner
sanctum and the smashing of internal representations of God is
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a potent way to describe the impact of traumatization on one's
God representations and systems of religious meaning

one must sift through the rubble and reconstruct the experl-
ence of desecration, while mourning the loss of the inner
sanctum and all that was associated with it .
Reconsecration may happen in the ordinary moments of
reconnecting with everyday life . . ." (137).

16. This lietmotif from Cymbeline (IV.ii) highlights the
manner in which the postwar effort to bury the dead also
engages the repetition of previous ceremonies, premature
interrments, belated returns, and confusions of identity.
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PART TWO
VIII. "Death's Sure Meeting Place": Mourning the Somme in

David Jones's In Parenthesis'

No one sings: Lully 1lully
for the mate whose blood runs down.

David Jones, In Parenthesis (1937)

finally only the names of places had dignity.
Ernest Hemingway, A Farewell to Arms (1929)

Introduction

David Jones participated in battles at the Somme and
Passchendaele. These names of battlesites during the Great War
constitute a traumatic idiom for frontsoldiers, a metonymic
register of experiences which consolidate ébmmunities of eye-
witnesses under the aegis of the death encounter. These words
resist civilian assimilation: "it is as if they put themselves
in quotation marks against the will of the speaker" (Bakhtin
294) . The very unassimilability of these names, with their
aura of hermetic and harrowing experience, continues to invite
the postmemorial engagement of subsequent generations. In The
Ghost Road, for example, the Somme and Passchendaele are
treated as typologies for distinct modes of senseless slaugh-
ter in the lexicon of combatants (Barker 252). And Stephen

O'Shea, a recent cultural commentator motivated to conduct a
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tour of the trenches, compares the two battles which, rightly
or wrongly, continue to be attributed to the incompetence of
Sir Douglas Haig (Stephen PP 45), in order to privilege the
catastrophic significance of the Somme: "much more so than
Passchendaele, the lone syllable of the Somme sounds a death
knell" (79). In reference to the Somme, he claims that, "for
the British, there is no more ironic landscape on the European
continent" (O'Shea 79). In the same spirit, Winter describes
the massive British monument at Thiepval by Lutyens (1932),
inscribed with over 73,000 names of missing soldiers who
fought and died in the region, in terms of the decisive
"impossibility of triumphalism" (SM 107). All these postwar
commentators are imaginatively compelled to serve as secondary
witnesses to the historical trauma of the Somme, working
through the contradictory emotions of "guilty fascination,
incredulity, horror, disgust, pity and ange?" in their
accounts, emotions evoked by the images of "long docile lines
of young men . . . . plodding forward across a featureless
landscape to their own extermination inside the barbed wire"
(Keegan FB 260) .7

The Somme, a river in the region of Picardy in France,
designates a devastating series of battles fought on the
Western Front during the Great War. Because battles took place
in this region throughout the War, Malcolm Brown identifies
the Somme as "“a macro microcosm' as it were, of the whole

conflict," and he is also surely correct to maintain that the
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region now constitutes "a landscape of the mind" (xxix, 331).
More specifically, the Somme usually connotes the famous
offensive of July 1916 which was designed by military command
in order to relieve French losses at Verdun; the British
subjected the enemy trenches to a five-day bombardment, in the
expectation of virtually eliminating the German positions
before employing the cavalry to end the war of attrition in a
successful sweep of the abandoned ground (cf. Jones IP 143).
In fact, however, the first day of fighting on the now
notorious first of July produced the greatest number of
British casualties of any single day in the conflict: 60,000
wounded and, among this number, 20,000 dead. In the Somme
region alone, given its centrality throughout the Great War,
it is estimated that "the British and the Germans together
suffered more than 800,000 dead" (Forché 65). Approximately
ten bodies continue to be unearthed there eéch year (Middle-
brook 314).

British losses were sustained by an army almost
exclusively comprised of civilians who enlisted in locally-
based battalions. As a result, "soldiers never really left
that aura of feelings that surround a father, a brother, a
friend" (Laqueur "MN" 160); particularly after this major
offensive, local communities were implicated in complex
networks of bereavement. Hence, this battle has a unique and
momentous place in the cultural memory of Britain. Dyer

describes the Somme engagement as "the core experience and
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expression of the Great War" (127). And speaking as a world-
renowned military historian with intimate connections to many
veterans of the Great War, Keegan remarks without exaggeration
that, for the British, the Somme "was and would remain their
greatest military tragedy of the twentieth century, indeed of
their national military history" (FWW 299). Compelling evi-
dence for Keegan's verdict is manifest in the persistent pre-
occupation with this battle. A widespread perceived inability
to mourn the mass deaths occasioned here is dramatized by the
striking melancholy of Hughes, who insists that "the under-
world of perpetual Somme rages on unabated" ("NG" 71).°

In British historiography, literature and oral narrative,
then, the Somme functions as a "lieu de mémoire," a memory-
site created "by a play of memory and history," which is both
related to and distinct from the commemorative fervour which
embraces other battles on the Western Froﬂt (Nora 295).
Various British constructions of the Somme still engage its
traumatic character, highlighting the composite and hetero-
geneous modes of memory configured by this site. For example,
groups continue to undertake pilgrimages to France in order to
gain some knowledge of the landscape which seemingly swallowed
thousands of particular men in its mud; such a memorial prac-
tice, however, is distinct from the combat experience which
frequently constituted an encounter with mass death. Thus, a
veteran's memory-work may embrace diverse modes of engagement,

or it may never surmount the entropic dynamics of traumatic
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reenactment. The interaction of oscillating modes of memory-
work, experienced recursively by the veteran, can be under-
stood to register a "sedimentation of mourning tasks" in the
ongoing struggle to reconstitute identity in relation to a
place often invested with both numinous and apocalyptic signi-
ficance through the repeated endurance of self-shattering
events (Santner SQ 29). Such a densely layered struggle to
work through the physical, psychological and cultural topo-
graphy of the Somme is enacted in Jones's In Parenthesig,
which was published almost twenty years after the Armistice.

How does In Parenthesis reconstruct the historical trauma
of the Somme? Recursive memory-work is the focus of this
examination of Jones's book, which is a highly mediated
textualization of the combat experience, culminating in the
battle for the German-occupied Mametz Wood, "some bastard
woods as Jerry was sitting tight in" (138).'The Mametz offen-
sive was one in a series of conflicts subsumed under the
Battle of the Somme. As Gerald Gliddon observes, "possibly
more has been written about Mametz Wood, than any other wocd,
feature or village in the Somme area" (290). However, unlike
the accounts of this battle by other members of Jones's
regiment, the Royal Welch Fusiliers, including those written
by Sassoon, Wyn Griffith and Graves, Jones's "associative"
mode of thought frequently works to "enforce analogies and
similarities" in relation to the Somme (Bergonzi AP 96) .*

Jones's "associative" method is an important occasion of
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debate among literary scholars, including Fussell, Evelyn
Cobley, and Thomas Dilworth, who enumerate the implications of
his representational strategies from diverse perspectives.
But, as I argue, Jones's recourse to precedent is crucial to
his reconstruction of historical trauma: "the problem is how
this process of comparison takes place and the functions it
serves" (LaCapra RH 111).

Precisely by situating the Somme within an "associative"
framework, then, Jones constitutes the site as susceptible to
the psychoanalytic task of mourning, albeit within additional
complicating and qualifying contexts of ambivalence, melan-
cholia, and projective nostalgia, a nostalgia which bears a
significant relationship to the preoccupations of the author
with Wales and its cultural survival (cf. Spitzer 96).° All of
these elements attend Jones's attempt to work through and
reconstitute the experience of historical t?auma. Accordingly,
this chapter foregrounds the Somme as the privileged occasion
for the provisional recuperative poetics of In Parenthesis.
Bypassing an exclusive reliance on realistic representation,
the work constructs intertextual parallels between the Somme
and other sites of loss, particularly the battles of Camlann
and Catraeth, important defeats in the history of Wales, as a
means of generating a genealogical context in which to situate
the Somme. To this end, In Parenthesis marshals a plethora of
vivid and obscure cultural precedents in order to facilitate

the working-through of an occasion of mass death. Attention to
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ystoryeau, a Welsh word which means "the national inheritance
of ancient traditions," enables the affirmative tasks of the
work, which has recourse to "a viable, empowering legacy" by
which to reconstitute shattered symbolic relationships (Brom-
wich gtd. in Gwyndaf 419; Santner $SQ 30).

Yet while In Parenthesis certainly "enacts a quest to
heal the memory of violence," it must also be noted that its
effort to mourn the Somme is invariably complicated by a range
of losses engendered by modernity, chiefly involving the
artist and his/her dislocation from locality (Whitaker 33). In
this connection, Jones maintains on many occasions that his
vocation as an artist and his subscription to Catholicism
committed him "to locality, to epoch and site, to sense-
perception, to the contactual, the known . . . the conserved;
to the qualitative and the intimate" ("CM" 167). In response
to such a vision of community, Wyschogrod éérceptively
discerns that "history written under the sign of autochthony
must be heroic history, a tending and preserving of the past,
an incessant remythologization of the divine origin, of how it
was in illo tempore" (225). While Wyschogrod's insight is
highly relevant to any consideration of Jones's work, in fact,
the topography of the Somme commemorated by In Parenthesis
demands careful consideration of its conflation of numerous
phantasies of place. In this regard, the Somme may be under-
stood as a series of transferential sites in intimate trans-

position, including a mythical and unified Britain deriving
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from ancient Wales, as well as its perceived opposite, modern,
industrial Britain, where "waste-land meets environs and
punctured bins ooze canned-meats discarded" (75). Shattering
experiences necessarily yield modes of memory-work constel-
lated in complex associative relationships to a range of
geographical sites.

Jones's remarkable treatment of the War's traumatic
slaughter at the Somme, the "fields of holocaust" (162),
merits a discussion which carefully considers his efforts to
create an attempted site of mourning for the events which took
place there. When considered as a "lieu de deuil," a complex
cultural mediation, which undertakes provisional and qualified
reconstructive gestures in relation to the Somme, its general
significance with regard to the ongoing cultural tasks of
addressing many other sites of mass death and atrocity in the
twentieth century becomes apparent (LaCaprarHMA 44) . The
analysis which follows will thus consider the highly complex
question: how does In Parenthesis endeavour to perform Trauer-
arbeit, or the work of mourning, in relation to historical
trauma (Freud "MM")? To this end, through the critical
incorporation of various visions of mourning offered by Freud,
Sacks, Santner, Laub, and Jay, among others, I foreground the
serial negotiations of ambivalence entailed by the recon-
struction of the Somme as a site of memory, a formidable
dilemma in itself, which necessitates an exploration of the

veteran's vexed interpellation of an audience, the alterna-



tions of the heimlich, the canny, and the unheimlich, the
uncanny, in representations of trench life, and, by way of
conclusion, I examine the contradictory contexts which nourish
Jones's reconstructive project, a project predicated upon
critiques of the nation and modernity.

In the service of my rereading of In Parenthegis, I
address the general studies of Fussell and Cobley, as well as
the expert research conducted by Dilworth in particular, in
addition to the work of Jonathan Miles, Kathleen Staudt, Ward,
and William Blissett, among other specialists of this justi-
fiably celebrated and idiosyncratic text. However, my explicit
emphases--trauma and mourning--differ markedly from those of
my critical predecessors. Accordingly, I also engage the
theoretical contexts provided by Benjamin, Bakhtin, and Adam
Newton, as well as perspectives central to scholarship on
trauma, memory and mourning invoked througﬁﬁut previous
chapters. Jones's work, in spite of its persistent use of the
present tense, remains governed by a "spectacular bereavement"
manifest in its imperative to recollect and reconstitute the
past, so that it must also be considered a site of memory in
its own right, one which both seeks to codify and contradict
the manner in which "the sea of living memory has receded"
(Nora 300, 289). In the shadow of World War Two, In Paren-
thesis exemplifies the manifold complexities of mourning the
Somme, a historical and imaginative event which constitutes a

palimpsest of cultural and individual losses, a palimpsest
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which both "reveals and conceals its contents," a haunted
topography profoundly implicated in efforts to unravel the
fateful legacies of the Great War and its aftermath in
Britain, as these legacies were configured in relation to

region, nation and epoch (Lewty 64).

The Somme: An Ambivalent Site of Memory

In his "Preface" to In Parenthesis, Jones isolates the
Somme as an ominous turning-point in the lives of the infantry
serving "their harsh novitiate" on the Western Front (70). As
he remarks, "from then onward things hardened into a more
relentless, mechanical affair, took on a more sinister aspect"
(ix). In his own estimation, "the period of the individual
rifle-man . . . seemed to terminate with the Somme battle"
(ix) . Jones's deliberate contrast between the Boer War and the
Great War after the Somme signals a decisiQE rupture of
material and imaginative precedent. In this manner, In Paren-
thesis explicitly contrasts the nature of previous wars with
the Somme. For example, at one point, the infantry's criticism
of the military bureaucracy hinges upon the leadership's
inability to contend with the changing circumstances of war-
fare: "Reg'mental's superb but he can't get over the second
Boer War" (142). But, ironically, in spite of their ambivalent
opposition to the military leadership, before the battle the
soldiers find themselves in the accidental position of

"cockaded men of privilege" who "pointed with their batons
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where the low smoke went before the forming squadrons on a
plain," a grim and absurd implied comparison suggestive of
Napoleon at Waterloo (150). In its tragic context, the
parallel merely foregrounds the powerlessness and imminent
slaughter of the infantry, who must wait "helplessly, white-
faced, and very conscious of their impotence" (86). Prior to
the Great War, "the bloodiest battle" involving Britain was
Waterloo, yet as Martin Middlebrook points out, the losses on
the first day of fighting on the Somme "stand comparison, not
only with other battles, but with complete wars" (264, 265).
In the face of such unprecedented slaughter, Jones's account
of war consolidates the primacy of the frontsoldier experi-
ence, in whose name "all distinguishing marks were better
resisted for as long as possible" (140).

Certainly, the shattering impact of industrial weaponry
defies any illusion of agency which the inféntry entertain
prior to their arrival in France: it is described as an "on-
rushing pervasion, saturating all existence . . . . a consum-
mation of all burstings out; all sudden up-rendings and
rivings-through . . . all unmaking" (24).° With their "appren-
tice-wisdom shocked," due to "the mk. IX improved pattern of
bleedin' frightfulness," undertakers and coffin makers prepare
in advance for the mass death which ensues (40, 115). The
Somme bombardment is likened to a technological terminus, "a
malign chronometer," appointing a "prearranged hour of apoca-

lypse" (135). In this setting, even the "fixed-stars" are
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"frighted, " mountains are obliterated, "conflagrations change
the shape of the sky," and "tottering perpendiculars lean and
sway; more leper-trees pitted, rownsepykéd out of nature, cut
off in their sap-rising" (120, 116, 39). Within this land-
scape, nature itself seems to retain the projections of the
grid of participant-positions which configures historical
trauma: "nature has become at once power source, feared enemy,
and victim, but only because man has made it so" (Lifton BC
344) . As Philip Pacey notes, "if Paul Nash was the visual
artist who most convincingly depicted the “outrage on Nature'
that was the landscape of war, David Jones is, of all writers
of the war, the one for whom this aspect of it is most
significant" (30). Not surprisingly, the fate of the infantry
is foreshadowed by the "signs" provided by the blasted land-
scape, the "withered" yew-trees of France (120).

Natural and cultural modes of "symbolic immortality" are
alike compromised by industrial warfare (Lifton BC 21). In the
battle for Mametz Wood, for example, Aneirin Lewis, a Welshman
"for whom Troy still burned," dies "unwholer limb from limb,
than any of them fallen at Catraeth," because "properly orga-
nized chemists can let make more riving power than ever Twrch
Trwyth" (89, 155). In this instance, "properly organized
chemists" not only enable men to wreak unprecedented physical
destruction, but they effectively disable the transmission of
cultural memory and its complex transgenerational fictions of

affiliation. Clearly, "the fact that this corpse is none other
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than Aneirin Merddyn Lewis, who is so acutely aware of his
chivalric past, gives this image stark significance" (Eaves
57). In chivalric legend, the Boar Trwyth was pursued by
Arthur, and, in the words of Jones, it "stands in Celtic myth
like the Behemoth of Job" (211 n40). Thus, the displacement of
this principle of natural and mythic chaos signals the unique-
ness of the Great War and its status as a terrifying shib-
boleth of destruction.’ Even Dai Greatcoat, a transhistorical
witness for the infantry soldier throughout history, dating
from the time "when bright Lucifer bulged his primal salient
out" (84), is Missing in Action at the close of In Paren-
thesis, a potential candidate for the Thiepval memorial.

For Jones, the uniqueness of the Somme, in relation to
the fate of the infantry, the destructive power of industrial
weaponry, and its rupture of natural and cultural contin-
uities, only serves to highlight its status’as a threshold
event. Like the "Janus-wise emplacements" of the text, the
Somme both embodies and defies comparable, continuous military
contexts (66). In this respect, In Parenthesis shares with
Jacob's Room a profound historiographical consciousness born
of the accentuated awareness of the dissociation between the
past and the present. Commenting on his life in the trenches,
for example, Jones attests: "I suppose at no time did one so
much live with a consciousness of the past, the very remote,
and the more immediate and trivial past, both superficially

and more subtly" (xi). Such a retrospective consciousness is
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clearly informed by a sharp disjunction between past and
present modes of warfare: "a rubicon has been passed between
striking with a hand weapon as men used to do and loosing
poison from the sky as we do ourselves" (xiv). As Benjamin
observes in a corroborating viewpoint, "through gas warfare,
the aura is abolished in a new way" ("WA" 242). The Great War
demanded that the cultural contexts of past warfare which
nourished the imagined coherence of identity were simul-
taneously subjected to radical dispersal and vigilant scru-
tiny, as in Jones's comparison of the trenches with the
contexts of Henry V, "Mr. X adjusting his box-respirator" and
"“young Harry with his beaver on'" (xiv).

Historiographical vigilance, then, was accelerated by the
introduction of unprecedented technology: poison gas, the
machine gun, the trench-mortar, and the steel helmet.’ These
changes are clearly registered in the dialoéue of In Paren-
thesis: "it used to be fourteen in and five out regular--knew
where you were--everything conducted humane and reasonable--it
all went west with the tin hat . . . " (114). Such heightened
diachronic awareness signals a crisis of personal and cultural
memory due to the "acceleration of history"; as Nora inci-
sively acknowledges, "to interrogate a tradition, venerable
though it may be, is no longer to pass it on intact" (287). In
Parenthesis interrogates and embodies a tradition which
allegedly concludes at the Somme: it foregrounds the potential

extinction of cultural memory, contending with the Great War's
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fragmentation by constituting itself through commemorative
vigilance in the face of the "deritualization" of war (Nora
289) . As Eksteins declares, "Jones looked on the Somme offen-
sive as the last great action of the old world" (211). Thus,
the Somme is constructed as a "lieu de mémoire" which bears
the traces which testify to its ambivalent relationship to the
past. In this manner, Jones reconstructs the Somme in refer-
ence to "memory on the point of disappearance--an exquisitely
liminal recollection of recollection, frozen just as it passes
into oblivion" (Terdiman 44).

While In Parenthesis reconstitutes the Somme as both a
unique and comparable event in relation to previous wars,
literary critics often foreground the "archetypal" status of
the Somme as it is mediated by Jones. For example, Dilworth
supports such a reading when he maintains that "the Somme
offensive contains all battles . . . . the écale of modern war
makes this battle capable of symbolizing all previous battles"
(95) . This interpretation highlights similarities between
comparative contexts without any attention paid to the dif-
ferences generated by cultural precedents. Although Dilworth
selectively highlights unique features of the Great War in
other contexts, his assertion here of the Great War as an
"archetype" encourages consideration of its events expunged of
their unique historical dimensions. Exclusive attention to the
Somme in a context of timeless repetition obviates any sus-

tained reflection on the need to mourn its events. Yet a need
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to mourn the events of the Great War is evident in the
manifest compulsion to repeat and restage its elements in
relation to its traumatic legacies (cf. Eksteins).

An emphasis on the War as "archetype," then, ignores the
transferential dynamics it configures among historians,
literary critics, and survivors, including Jones. For
instance, even though Jones disclaims the status of In
Parenthesgis as a "“War Book,'" declaring that "it happens to
be concerned with war," he also highlights his own status as a
survivor formerly overwhelmed by the traumatic events he
represents in the same document, observing that "at the time
of suffering, the flesh was too weak to appraise" (xii, x). As
Silkin is correct to maintain, in opposition to Jones's own
explicit pronouncement, "of course, in many senses In Paren-
thesis is a “War Book' (QB 316). Like Blissett, I believe that
the work must be comprehended in relation ﬁb Jones's specific
postwar position of enunciation ("IP" 258). In my view, it is
not merely "the scale of modern war" noted by Dilworth which
enables the Somme to bear a densely associative relationship
to other wars, but its status as a historical trauma which
compromises efforts of psychic mastery and effectively
counteracts efforts to resist the force of its transferential
field, a field which reconfigures and transforms prior
historical events and contexts of explanation, enabling the
event to defy any definitive historiographical closure.

The manner in which In Parenthesis mediates the speci-
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ficities of the Somme has been subject to especially heated
debate since Fussell's discussion of Jones in The Great War
and Modern Memory. These debates are invariably bound up with
the status of the Great War in relation to mourning in that
they question the "ideological implications" of Jones's
"intertextual parallels" (Cobley 27-28). In Fussell's pro-
vocative reading, the work "poses for itself the problem of
reattaching traditional meanings to the unprecedented actu-
alities of the war"; furthermore, "it even implies that, once
conceived to be in the tradition, the war can be understood"
(GW 146). In his view, the construction of implied parallels
between the deaths of the men and "high-powered swordsman and
cavalry heroes of romance" is simply "too much for “litera-
ture' to bear" (GW 152). In Parenthegis is "ambiguous" in his
viewpoint because it does not highlight the disjunction be-
tween its recourse to literary tradition aﬁa its represen-
tations of the realities of trench life. Fussell privileges
realism, emphasizing that any textualization of the Great War
must commemorate the Somme through the stark reproduction of
its particulars. The Great War is thus troped as a site of
rupture, fragmentation, and discontinuity which resists the
recuperations of aesthetic totality.

Considerations of aesthetics and totality also govern the
comments of Cobley in her award-winning book, Represgenting
War: Form and Ideology in First World War Narratives (1993),

which discusses Jones at some length. Both she and Fussell
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praise In Parenthesis although they also both suggest that the
work enacts "an inability or refusal to mourn" through its
emplotment of traumatic events (Santner PLR 144). More
specifically, Fussell indicts Jones's work for its alleged
fetishization of the Great War when he asserts that "the
Western Front is not King Pellam's Land," and "it will not be
restored and made whole, ever, by the expiatory magic of the
Grail" (GW 154) . Like Fussell, Cobley also suggests that In
Parenthesis succumbs to "narrative fetishism," a fetishism
which she perceives to be inherent not merely in Jones's work,
but in the modernist project in general (Santner PLR 147).
Accordingly, she describes the modernist project as "a nos-
talgia for closure" satisfied through recourse to a " mythic
method'": "dislocations on the narrative surface are recuper-
ated by a highly allusive deep structure which unifies and
synthesizes narrative fragments in an effoff to capture some
transcendent meaning” (27, 193). In Cobley's summary, then, in
contrast to postmodern strategies of representation, modernist
practices are typically informed by the assumption that "unity
and harmony" can be recuperated "below the surface of fragmen-
tation and dislocation" (187).° Although her methodology is
quite distinct from Fussell's, both of their approaches
generally invalidate the problem of mourning the Somme which
Jones undertakes; they ignore the hermeneutic and psycho-
analytic implications of aesthetic strategies which represent

historical trauma, implications central to my own project.
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Thus, although a wide variety of critics with distinct
methodologies, including Cobley, properly foreground the
ambivalent status of the intertexts, no single critical
intervention specifically investigates the potential relation-

ships among this ambivalence, mourning and historical trauma.®’

Interpellating a Readership

While Jones's reconstruction of the Somme as a site of
memory remains ambivalent, suspending the resolution of
questions concerning its claims for continuities or dis-
continuities, ironic or nostalgic perspectives, such
ambivalence must also be extended to his interpellation of a
readership. Clearly, the combatant who sought to represent his
traumatic experiences in writing faced a complex dilemma of
audience. Ultimately, as Cobley correctly observes, the
writing of a combat narrative is a "memori&l act whose moti-
vation is ambivalent," an ambivalence which may be linked to
the divided undertaking described as melancholic mourning by
Ramazani (8). In this connection, the veteran may never fully
master his anxious allegiances in that he must struggle to
identify and privilege an audience among fallen comrades,
living veterans, and noncombatants. But the veteran must
engage a witness to bear witness: he requires an inter-
subjective context in order to codify harrowing experience
through aesthetic means. As Laub and Podell conscientiously

outline its complexities, the art of trauma "circumscribes a
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double locus, one of witnessing, but also one of emptiness"
(99).

To extrapolate, then, the work of Laub and Podell
suggests that the combatant's representation of Mametz Wood
may never overcome the entropic numbing of death. Signi-
ficantly, In Parenthesis represents Mametz in relation to the
emptiness Laub and Podell describe: "in the very core and
navel of the wood there seemed a vacuum, if you stayed quite
still, as though you'd come on ancient stillnesses in his most
interior place" (181). The text also bears witness to empti-
ness by delineating the experiential limits which confront the
infantryman in the midst of historical trauma, when "the

surfeit of fear steadies to dumb incognition":

Racked out to another turn of the screw

the acceleration heightens; -

the sensibility of these instruments to register,

fails;

needle dithers disorientate.

The responsive mercury plays laggard to such fevers--you

simply can't take any more in. (156)

Even the German enemies, alternately the subjects of hatreqd,
empathy and fear, "come as sleepwalkers whose bodies go
unbidden of the mind" when they are taken prisoner by the

British (170). For both sides of the conflict, it may be
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presumed that in traumatic conditions "the memory lets escape
what is over and above"; however, in the involuntary reenact-
ments of the aftermath, memory may fall prey to a "demoniac-
pouring" (153). In Parenthesis frequently mimes the experience
of trauma and gestures to the experience of emptiness through
its language, "its retreat to incoherence--its stop-start
rhythms, dashes, or the urgency of adjectives--providing a
verbal equivalent of extremity" (Ward 101).

But before proceeding to more detailed engagement with In
Parenthesis and its dual negotiation of both authorship and
readership, the question of genre requires some careful
consideration. The work heightens an already divided relation-
ship to its readership in light of the unstable expectations
which govern critical considerations of its genre. Jones
himself unleashed such debate by calling In Parenthesis "a
shape in words" (x).!' Ultimately, in a vieﬁpoint which can be
traced back to Herbert Read and Johnston, Dilworth argues for
its status as an epic, given its "creative fidelity to his-
torical truth" and its exploration of the manner in which
"destiny displaces possibility" (53, 148). Furthermore,
Dilworth claims that Jones's work is the "only authentic and
successful epic poem in the language since Paradise Lost"
(367) . Like Johnston before him, though, Dilworth devotes no
consideration to the vexed status of the epic in the con-
flicting contexts of twentieth-century society.

Other critics, however, highlight the work's ambivalent
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recourse to epic conventions, given Jones's self-reflexive
awareness of the decline of the communal traditions which epic
conventions engage. In the face of his preoccupations with
locality, specificity, and history, for example, Diane DeBell
declares that "Jones's In Parenthesis is probably the most
private piece of English writing to emerge from that war, and
one of the most linguistically and culturally obscure" (163.)
Notwithstanding its dense and diverse literary allusions, for
instance, the idiomatic jargon of the infantry pervades the
text: "gas rattles, two of Mrs. Thingumajig's patent gas-
dispersing flappers, emptied S.A.A. boxes, grenade boxes, two
bales of revetting-wire . . . the splintered stock of a Mauser
rifle, two unexploded yellow-ochre toffee-apples . . ." (S0).
In support of DeBell's reading, Bergonzi contends that the
work does not reach out "beyond the personal to appeal to a
system of public and communal values which ére ultimately
collective, national, and even cosmic" (HT 203).

Oon the other hand, Staudt rightly incorporates the
consolidation of a collective framework of understanding into
a modified redefinition of the modern epic: "the effort to
define a “we' in imaginative terms, central to Jones's poetic
enterprise, may also be a defining characteristic of the epic
impulse among poets of this century" (192). In fact, along
with Staudt, I interpret In Parenthesis as a metacommentary on
the perceived failure of communal contexts for cultural

transmission. In the insightful formulation of Featherstone,



419

"the reader's difficulty in making sense of the connections is
not just a personal puzzlement but that of a culture which, in
Jones's terms, is no longer able to understand or interpret
its own history" (34). Jones's precarious and ambivalent
interpellation of a readership is signalled by the "Preface"
to In Parenthesis, which contextualizes the relationship
between reader and writer in terms of the oral traditions
codified by the "Welsh Codes of Court Procedure," wherein "the
Bard of the Household is instructed to sing to the Queen when
she goes to her chamber to rest" (xiii). The author then
remarks, "I have tried, to so make this writing for anyone who
would care to play Welsh Queen" (xiii). The poet thus
positions his readership in terms of oral tradition and
transmission, given that the poet's role within oral culture
nsafegquarded" and consolidated collective memory in opposition
to his/her role in twentieth-century conteiﬁs (Jones "DG" 56).

But in striking contrast to the centrality of narrative
within oral cultures, Benjamin dates the end of storytelling
to the First World War: "was it not noticeable at the end of
the war that men returned from the battlefield grown silent--
not richer but poorer in communicable experience?" ("S" 84).
He goes on to attribute such silence to the combined modern
forces of mechanical warfare and capitalism which produced the
unmediated shock and violence of the trenches: "in a field of
force of destructive torrents and explosions, was the tiny,

fragile human body," an experience which cannot be told and
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retold "mouth to mouth" ("S" 84). Exemplifying Benjamin's
insight, the men in Jones's text are repeatedly described
under bombardment, with "all the world shrunken to a point of
fear," a correlative for the death encounter: "mortared-
canisters careened oblique descent with meteor trail; and men
were dumb and held their breath for this, as for no thing
other" (154, 99). The "dumb incognition" of trauma renders
both telling and witnessing haphazard, perilous, and, at
times, impossible (156). The experience of time may speed up
and slow down, and ultimately become derealized: one minute
may be experienced as a "taut millennium" so that "you can't
swallow your spit," even though the noise of the bombardment
demands that you "spit in a bloke's ear to make any impres-
sion," while the passage of one day into the next under
extreme conditions may be likened to a "no-man's-land between
yesterday and tomorrow" wherein "material things are but
barely integrated and loosely tacked together" (159, 147,
181) . Moreover, vision itself, the witnessing faculty, and the
primary agent in the sensory registration of catastrophic
events, constantly moves in and out of focus within the trench
landscape: "solid things dissolve, and vapours ape substan-
tiality" (179).

Not surprisingly, in accord with Benjamin's vision of
trench warfare, In Parenthesis is characterized by a
remarkable attention to the body and its inalienable

sensations: "the fluid mud" which is "icily discomforting that
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circles your thighs," and the manner in which "weeping
blisters stick to the hard wool of grey government socks" (45,
6). The "raw cold" of winter brings pain; it "rasps the sensed
membrane of the throat" (61). In contrast to enlisted men, the
reader never transcends her bodily ignorance of the phrase,
"moving into the line"; it retains "all the unknownness of
something of immense realness, but of which you lack all true
perceptual knowledge" (15-16). Such "perceptual knowledge, "
learned under traumatic conditions, heightens the manifold
dilemmas inherent in the communication of combat experience;
dilemmas of authorship and audience constitute its self-
reflexive genesis. Thus, while poetic testimony both enacts
the witnessing of trauma and engages the secondary witness
through aesthetic process, the very ambivalence of poetic
testimony concerning its intersubjective reception may
constitute a recursive gesture to the "emptiness" which
occasioned the traumatic experience (Laub and Podell 99).

Yet in a formulation of reception distinct from
Benjamin's observations on the demise of storytelling, Bakhtin
imaginatively deduces that "every literary work faces outward
away from itself, toward the listener-reader, and to a certain
extent thus anticipates possible reactions to itself" (257).
More elaborately, he comments that this orientation toward the
listener "introduces totally new elements into his discourse":
"the speaker strives to get a reading on his own word, and on

his own conceptual system that determines this word, within
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the alien conceptual system of the understanding receiver"
(282) . Bakhtin's formulation of the anticipatory relationship
between the writer and reader of a text enables a greater
understanding of the particularly vexed nature of the dialogic
encounter between the civilian and the veteran in Jones's
interwar work. In a manner complementary to Bakhtin, then,
commenting on the "interlocutionary relation" between the text
and the reader, Newton argues in contrast to Benjamin that
"the genius of prose fictional form is to incorporate into
itself the promise of transmission and hermeneutic responsi-
bility which traditional storytelling legislates externally"
(6, 290). Although In Parenthesis reconstructs the Somme in
relation to previous battles in order to situate events
within received contexts and histories, without recourse to
oral tradition or reception, In Parenthesis must self-
consciously generate protocols of receptioﬂ in recognition of
its transmission of trauma into uncertain ethical and
hermeneutic contexts.

In fact, in several examples, Jones incorporates the
"alien conceptual system" of the (mis)understanding receiver
into his work, highlighting the significance of the inter-
locutionary relationship between the veteran and the civilian
in a decidedly negative light. In one instance, the poten-
tially rehabilitated bodies of the maimed are the subject of
colloquial civilian dialogue, an intrusive and even obscene

presence in the tremendously pathetic and harrowing scenes of



423

death and destruction at Mametz:

Give them glass eyes to see
and synthetic spare parts to walk in the Triumphs, without
anyone feeling awkward and O, O, O, its a lovely war with
poppies on the up-platform for a perpetual memorial of his

body. (176)

During the War itself, Jones documents the manner in which
tourists from Whitehall, including military brass and
government officials, observe the action from the trenches,
"immaculate, bright-greaved ambassadors," who visit "the
spirits in prison," and "grace the trench like wall-flowers,
for an hour" (93). The decidedly anti-monumental discourse of
the soldiers, on the other hand, offers a far more subversive
interpretation of the anticipated civilian barades and tourist
agendas of the peace. Prior to their entry into the line, Ball
and his mates contemplate "rows of Field-Marshals" marching in
a "hara-kiri parade by Whitehall Gate" in the event of the
loss of the War by Land, among their speculations on other
potential acts of violence to be perpetrated against civilians
(142-43) .

In particular, the postmemorial engagement of his readers
with the actual geography of the Somme, referred to in the
phrase, "a Cook's tourist to the Devastated Areas" (186), is

an issue which warrants Jones's marked hostility, a hostility
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evoked by what he perceives as "a nightmare of narrative
ethics" (Newton 124). In fact, the postwar battlefield tours
which Jones anticipated commenced after the Armistice and
continue to this day.* In a special footnote, Jones insists on
the nonanachronistic character of his reference to such

tourism:

I remember we went into details and wondered if the
unexploded projectile lying near us would go up under a
holiday-maker, and how people would stand to be photo
graphed on our parapets. I recall feeling very angry
about this, as you do if you think of strangers ever
occupying a house you live in, and which has, for you,

particular associations. (224 n45)

The overt hostility of Jones's passage beafs comparison with
Sassoon's "Blighters," a poem which enacts a desire for the
communalization of traumatic experience through civilian
injuries. Like the parades and monuments at Whitehall,
perceived as contemptible charades of recognition or
compensation by many veterans, the imagined posing of
noncombatants for photographs in Jones's work frames an
absolute failure of transferential relations otherwise
required in the transmission and reception of traumatic events
between survivors and witnesses.

The domestic analogy which informs his discussion of the
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trenches enables him to underscore his fear of civilian
usurpation, a potential act which defies any receptive mode of
attentiveness, and hence, activates a fear of retraumatization
through what Elie Wiesel appropriately designates "the ever-
repeated scene of the unlistened-to-story" (gqtd. in Newton
71) . In this manner, Jones's note reveals him to be a con-
flicted reader of his own testimonial arfifact: he struggles
to reclaim a notion of "home" which encompasses locality,
community, and nation, even as he signals the exclusions which
invariably comprise community through his demarcation of
ngtrangers" and his frequent recourse to the unheimlich. In
Parenthegis privileges the unique and inalienable bereavements
of the infantryman through its incorporation of failed nar-
ratives of the transmission and reception of traumatic
knowledge, narratives which also function as ethical analogues
for the imagined audience of In_ga;gn;hgsié.

More generally, the work carefully configures a series of
intersubjective contexts through its graduated attention to
the interpellation of its readership. In Parenthegis is
frequently "narrated in the second person and in the present
tense"; as a result, "the action is simultaneous with the
reader's experience of it" (Johnston 293). Moreover, inter-
subjective contexts explicitly shape the reception of the text
through front and back matter which quite literally place the
work "in parenthesis." In this connection, Jones's frontis-

piece must be considered the reader's first encounter with the
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work. Significantly, the drawing by Jones rejects traditional
perspective. Instead, a naked, wounded infantryman is splayed
against a crowded and chaotic trench scene: "in his psycho-
logical and physical desolation, the infantryman personifies
the landscape" (Dilworth 63). Disordered paraphernalia of the
War resists spatial confinement within the picture frame;
"what happens in a corner is as important as what happens at
the centre, because there often is no centre" in Welsh
aesthetics (Williams gtd. in Blissett AP 115). The viewer is
frontally implicated in the suspended posture of the soldier,
and is unable to impose traditional visual perspective on the
dense, overlapping dimensions of the drawing. Instead, a
passive, overburdened body, an anamnesis of the Crucifixion
and its "five unmistakable marks" (the title of the final
section of In Parenthesis), hangs between the viewer and the
visual assimilation of the landscape in ch&os. Thus, the book
illustration configures the fate of the infantry at the Somme
in relation to the traumatic mise-en-scéne of the New
Testament.

After the "Preface," the distinct typography and capital-
ization of the dedication command attention. Following Jerome
McGann, it can be observed that the dedication signals the
unique "compositional environment" of In Parenthesis as well
as its implication in a "culture of artisanal practices" which
exemplify "the craft and the art of the making" (46, 45). In

ra culture that largely imagines print as a vehicle for
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linguistic meaning," the dedication "foreground[s] textuality"
(McGann 74) .'' However, most prominently, the dedication
directs our attention to the testimonial and commemorative
aspects of the work. Jones honours his fellow infantrymen,
including French and German soldiers, and "especially Pte.
R.A. Lewis-Gunner from Newport Monmouthshire killed in action
in the Boesinghe Sector" near Ypres in 1916-17.'' The speci-
ficity of geographical names in this dedication, conjuring
"the ancient numina of place," contrasts with the uncertainty
regarding time of death and specific grave site (Jones "WVF"
80) . As Laqueur points out, in this War, in which bodies were
separated from names, "the names recorded at sites on the
front and in village squares were the primary sites of
mourning” ("MN" 164). The memorial gesture of the dedication
implicates the reader in an injunction to remembrance which
compels an acknowledgement of the work itsélf as a potential
mourning site: in the "placeless cosmopolis" of the twentieth
century, "specific places of memory do not simply arise out of
lived experience . . . . instead, they have to be created"
(Jones "LA" 38; Laqueur "MN" 160).

In this connection, it is important to consider the fact
that Jones contemplated organizing his work in imitation of
the printed lists of the dead included in newspapers during
the War (Dilworth SM 44). In fact, In Parenthesis makes
frequent recourse to the listing of specific men, counties,

and regions. In this manner, proper names are charged with the
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unassimilable affect and uniqueness of lived experience
because "their resonance for individual mourners enhances
their value as commemorative signifiers" (Sherman "BN" 446).
Moreover, the "logical form" of the name "suggests that its
primary function is heterological, that of an ethical place-
holder”" (Wyschogrod 13). The work thus commences with an
inscription of referential debt to a fellow soldier, a mode of
debt specified by Felman, which partially contextualizes the
work as survivor testimony, which, in turn, signals the
reader's status as a secondary witness in relation to the
events being represented (115).

Following the dedication, the reader is confronted with
an epigraph which explores the nature of war and traumatic
memory: "when they had locked, they were conscious of all the
evils they had ever sustained, and of all the friends and
companions they had lost and of all the miséry that had
befallen them, as if all had happened in that wvery spot." This
fragment is taken from the story of Branwen in the Second
Branch of the Mabinogi; in this story, only seven men return
alive from a war in Ireland (Gwyndaf 447). Even so, Jones's
engagement with the task of codifying the traumatic experience
of the Great War is also fraught with perils, namely confron-
tation with "the place of the greatest density of silence--the
place of concentration where death tock place" (Laub "BW" 64).
The epigraph thus addresses the veteran's potential entrapment

in traumatic experience, a danger inherent to the memory-work
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of the survivor. Yet the codification of war requires the
recollection of lived horror if the account is not to diminish
nor redeem the events subject to representation. As Jones
declares in another context, "we must call deaths, deaths, and
admit to a real loss" ("ARW" 153).

The epigraph, in turn, contextualizes the reader's chal-
lenge of contending with the muted, or secondary trans-
ferential challenges implicated in an encounter with traumatic

memory. As Dai Greatcoat exclaims:

You ought to ask: Why
what is this,

what's the meaning of this. (84)

Through Dai's reference to the Welsh story of Percivale, who
fails to ask the question which would restare the land, the
noncombatant reader is given the opportunity to "ask the
question that would lead to the restoration of the Waste Land"
(Dilworth 114). Such a question may prove too overwhelming, or
it may involve defensive reactions, including paralysis,
outrage, withdrawal, or "an obsession with factfinding" (Laub
"BW" 72-73). In effect, Jones's epigraph signals the manner in
which poetic testimony inscribes "the empty circle" of trauma
within its recursive constitution and interpellation of a
witnessing presence (Laub and Podell 1000).

Next, the allusion to the "Rime of the Ancient Mariner"
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which serves as the title to the first book of In Parenthesis
recalls that, like Jones's work, "Coleridge's poem is built
around an armature of intersubjective relation accomplished
through story" (Newton 7).'* In the famous Romantic tale, the
Wedding Guest is compelled to witness the testimony of the
Mariner, who is perpetually seeking provisional release from
the incursions of traumatic memory. "The many men so
beautiful," the line chosen by Jones as his first chapter
heading, is an excerpt from a quatrain which addresses the
guilt and abjection of the solitary survivor after the slaying

of the albatross:

The many men, so beautiful!
And they all dead did lie
And a thousand thousand slimy things

Lived on; and so did I. (236-39)

The debt which the veteran bears to the dead is hereby antici-
pated and foregrounded, recalling the lone survival of John
Ball in Mametz Wood, the destruction of his platoon, "a very
ghastly crew," as well as his effort to crawl to safety with
his rifle hanging on his "bowed neck like the Mariner's white
oblation" (94, 184). Numerous references to Coleridge's poem
throughout the work support Dilworth's speculation that
"Coleridge's poem probably influenced the whole of In
Parenthesis from the first year of its composition, when he
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executed ten copper engravings" to illustrate that work (92).
It can also be speculated that Jones's own metatextual
negotiation of ambivalence regarding role identification is
indicated by the epigraph. For example, from what subject-
position or temporal vantage-point will the events be repre-
sented? How will the poet bear witness for the dead? "To whom
do the dead belong?" (Felman 116). The guilt and loss entailed
by survival are mired in the melancholy of an ongoing fra-
ternal affiliation with the collective fighting unit.

The excerpt from Y Gododdin which heads each section of
the work also privileges the poet as a survivor, one of three
out of three hundred who lived beyond the battle at Catraeth
in the sixth century (Jones 191 n4). In the "Notes," another
"armature" configuring the "interlocutionary relations" of In
Parenthesis (Newton 7), Jones points out that Y Gododdin
"connects us with a very ancient unity and ﬁingling of races;
with the Island as a corporate inheritance, with the
remembrance of Rome as a European unity" (191-92 n4). This
conception of Briton supplies contradictory contexts of
identification for the poet. Through such a conception, Jones
mediates his relationship to historical trauma through
recourse to a metanarrative of stable origins and "tribal
unity" wherein the poet commanded a clearly prescribed oral
relationship to his audience (R. Jones 271). As Eaves points
out, Aneirin, the reputed author of Y Gododdin, "performed a

task of considerable importance to the aristocratic society in
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which he lived: he sang the praises of the military heroces and
mourned their deaths" (52). Through association, Jones
positions himself as the poetic descendant of Aneirin in a
filiation which enables him to articulate a relationship to
war which asserts an inherited means of transmission and
consolation. It can thus be speculated that Jones asserts
himself as an heir to Aneirin as one means of negotiating the
instabilities enmeshed in the interlocutionary relations
between twentieth-century writers and readers.

Significantly, Jones closes In Parenthegig with a
quotation from the Chanson de Roland: "the geste says this and
the man who was on the field . . . and who wrote the book

the man who does not know this has not understood
anything" (187). By citing this work, Jones does not impose
traditional closure on his representation of the Somme.
Rather, he dramatically and self-consciousiy recalls the
significance of the ethical exchange between the reader and
writer of In Parenthesis. In fact, he asserts a prohibitive
signal of potential rupture between the survivor and the
secondary witness, given that "war cannot be comprehended at
second-hand . . . it is not accessible to analogy or logic"
(Hynes ST 1). Jones both asserts and problematizes his
authority and authorship through a quotation which foregrounds
the horror of fratricide through the inalienable claims of the
primary witness. These final lines explicitly delineate an

ethical and hermeneutic accountability: they function to
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propel the reader to recommence complex engagement with a work
which resists the traditional emplotment of beginning, middle
and end. Mastery of the text is repudiated on the grounds of
its intertextual heterogeneity and refracted representations
of trauma. The reader is positioned as an outsider to the
events represented, given that the events themselves defy
closure for the survivors, who are themselves inserted within
a network of textualizations of war. The reader is thus
recalled to his or her place in a "testimonial chain" which
both precedes and follows the process of engaging with
testimonial artifacts (Laub "BW" 71).

Finally, among the intersubjective contexts configured by
In Parenthesis, the final postscript encodes a network of
Biblical references to sacrifice. In the elegiac coda of the
work, the imposition of traditional motifs mediates bereave-
ment. Similarly, throughout the work, the ihfantry are
described as "scape-beasts" in accord with the popular
typology for the trench soldier (70). Interestingly enough,
then, the motif of the lamb is not subjected to ironic
treatment in light of the unprecedented slaughter of British
soldiers in the region. Instead, the sacrificial motif
generates great pathos in view of the terror and passivity of
the men in the line of fire: "they bunch, a bewildered half
dozen, like sheep where the wall is tumbled" (167). Jones
treats sacrifice as a trope which must be reinvested with its

specific cultural contexts in order that it may become a
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meaningful analogue for the experiences of the soldier.

However, while the final page of the work situates the
frontsoldier within sacrificial contexts, it also contradicts
such contexts with quotations from "Song of Solomon," which
assert the equality and inviolable uniqueness of men in
repudiation of sacrificial dynamics. Thus, although the first
allusion to the lamb derives its meaning from an apocalyptic
context, competing contexts of signification and association
culminate in an assertion of parity and love: "This is my
beloved and this is my friend." In this manner, the elegiac
coda signals distinct, overlapping modes of contextualizing
the fate and status of infantrymen throughout history, "the
essential foot-mob who endure all things" (126). The coda
resacralizes and ritualizes deaths which were evacuated of
ceremony or communal acknowledgement at the Somme. In this
connection, though, Dyer encapsulates the sﬁrvivor's divided
mission to commemorate the Somme, a divided mission which
informs all the interpellative registers of the text, when he
comments that, "in honouring the dead, survivors testified to
their exclusion from the war's ultimate meaning--sacrifice--

except vicariously as witnesses" (22).

The Heimlich and the Unheimlich
Like many elements of its interpellative apparatus, In
Parenthesis registers the impasse posed by the double

temporality of trauma which engages melancholic mourning,
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simultaneously resisting and engaging forms of consolation.
The work can thus be addressed in relation to both narrative
and counter-narrative elements; the latter defy Cobley's claim
for the book's "underlying rational structure" (188). Divided
into seven parts, the testimony partitions aspects of the
frontsoldier experience, demonstrating the slow accommodation
of the men to horrific experience. However, their difficulties
in accommodating trench experience are evident through the
foregrounding of "the uncanny," which constitutes a counter-
narrative to the text's liturgical and ritualistic emphases.
In this connection, many cultural commentators on the Great
War have discussed the "sense of the uncanny" which it
inspired, particularly "the overdetermined nature of survival
in combat" on the Western Front (Winter SM 65).

In accord with these commentators, In Parenthesis
represents the Western Front in a context df "involuntary
repetition" wherein events become "fateful and inescapable"
and the men "stumble at the margin of familiar things--at the
place of separation" (Freud SE 16: 237; Jones IP 70). Freud
defines the uncanny as "something which is familiar and old-
established in the mind and which has become alienated from it
only through the process of repression"; furthermore, he
highlights the roles of "infantile complexes . . . . revived
by some impression," as well as former "primitive beliefs
which have been surmounted" (SE 16: 241, 249). All of Freud's

emphases are dramatized by the plight of the trenchsoldiers in
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Jones's work. In the trenches, the men are "confined in small
dug concavities, wombed of earth, their rubber-sheets for
caul," signalling their proximity to a primal state of
infantile helplessness highly conducive to uncanny encounters
(75-76) .

Notably, the sensations of the men prior to the
bombardment recall some disturbing primeval prehistory: "oddly
stirred winds gusted coolish to your face, that might have
borne things webbed and blind" (146). Such a sense of kinship
with primordial forces long repressed is also indirectly
evoked through descriptions of animals: mules make "their
palaeolithic cries against the distant flares," and, in the
trenches, rats "furrit with whiskered snouts the secret parts
of us" (92, 54). After numerous bombardments, "the cratered
earth, of all growing things bereaved, bore that uncreaturely
impressiveness of telescope-observed bodies;-where even
pterodactyl would feel the place unfriendly" (97). The men
reencounter "that creaturely world inherited from our remote
beginnings" in a displaced topography of "unresponsive
narrowing earth," which serves as a shelter but which also
anticipates the grave (xiv, 45); "it is this passage from a
realm of continuity into one of contiguities that signals the
advent of the uncanny--the unheimlich--in human experience"
(santner SQ 32). In Parenthesis inscribes its melancholic
mourning of the Somme through its attentiveness to the

coincidence of structural and historical trauma in the form of
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the uncanny.

Uncanny states proliferate in proximity to death,
darkness and uncertainty, wherein "the air" becomes "full with
rumour, fantastic and credible" (14). Constant exposure to
death--the prospect of one's own death, others' deaths, and
enemy deaths--consistently threatens the civilian soldier with
symbolic collapse. The trenches, an atmosphere overcharged
with the simultaneously paralyzing and destructive energies of
thanatos, the death drive, are characterized by a "bizarre
mixture of putrefaction and ammunition," and the frenzy of
battle makes "conventional Christian modes of burying the dead
and commemorating them" merely "irrelevant" (Winter SM 68,
69) . At one point, for example, the bodies of peace and war

comingle in an utterly abject encounter:

the civvy dead who died in the Lord wifh Libera nos and
full observance, churned and shockt from rest all out-
harrowed and higgledy-piggledy along with those other--
wood white with heavy script for mortuary monument, for
those shovelled just into the surface soil like dog--with

perhaps an Our father said if it was extra quiet. (149)

Along with such breaches of ceremony between the civilian and
infantry dead, the conventional categorical distinctions
between life and death are also subjected to a sickening state

of suspension. At Mametz, for instance, the nose-cap on "the
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severed head of ~72 Morgan" is described as "[paringl" the
"heel leather" of John Ball, who lies wounded in the Wood
(180) . The pervasive fear and anxiety of death is further
amplified by "the uncanny effect" of darkness, the "bat -night-
gloom" of the Western Front (Freud SE 16: 246; Jones 1B 27) .

In "Starlight Order," for example, the men must march in
"the stumbling dark of the blind," a darkness which nourishes
terror and reduces men to "little children," making one
soldier feel "like a motherless child" (31, 41, 34). In the
wake of alternating surges of exhaustion, numbing and
adrenaline, "Judgement wraiths" seem to rise "out of the
ground" along with other "Lazarus figures" labouring in the
"gepulchre" of earth (41, 43). In this connection, it is to be
noted that Freud privileges the ghost as "perhaps the most
striking" instance of the unheimlich (SE 16: 241). The
narration of historical trauma in In_Ea;gnﬁhgaia, then,
actively repeats and (re)presents the specters of death,
regression and disintegration which haunted the topography of
the Somme. However, in spite of the fact that a trauma
narrative may seek to restage and transform an encounter with
mass death, testimonial narrative must necessarily work
through such specters in tension with its alien and intimate
others, the counternarrative forces of the uncanny.

Additionally, In_Parenthesis engages with the Somme as a
site which both summons and defamiliarizes the oral and

cultural contexts of past warfare, generating a series of
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uncanny encounters with Western literary traditions. The
specific landscape of the Somme, in peace-time, with its
"peat-bottomed valley below beech woods and bare chalk
downland," its "low plateaux and ridges, separated by the
Somme's tributaries" (Keegan FB 207), is charged with the
n“grimly voice'" of Arthurian romance under trench conditions
(Jones xi). And as Jones testifies, "the day by day in the
Waste Land, the sudden violences and long stillnesses, the
sharp contours and unformed voids of that mysterious
existence, profoundly affected the imaginations of those who
suffered it. It was a place of enchantment" (x). Aneirin
Lewis, who sings in the darkness "because of the Disciplines
of the Wars," recalls Shakespeare's fierce Welsh character
from Henry V, Captain Fluellen (42). More generally, the
soldiers from Henry V who camp in Picardy and engage in battle
at Agincourt are echoed throughout Jones's Qork: "like Henry's
army exactly five hundred years before, they embarked from
Southampton, arrived in the area of Harfleur, and subsequently
fought at the Somme" (Dilworth 99). In Shakespeare's play,
Michael Williams, a soldier in the English army, worries that
the dismembered, "all those legs and arms and heads, chopped
off in a battle, shall join together at the latter day and cry
all, “We died at such a place' . . . " (IV i. 137-40). Such an
anxiety regarding the return of the dead signals the numerous
uncanny contexts which Henry V elicits in relation to the

(re)presentation of the Somme in In Parenthesis.
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The Somme, though, is also the demonstrable realm of the
canny, the heimlich: "it was not that the look of the place
was unfamiliar to you. It was one to all appearances with what
you knew already" (18). Although Ball's "latch-key" may be
"far from its complying lock," the landscape is "green to
remind you/of South English places," and, prior to battle, the
quarters are frequently "humane with the paraphernalia of any
place of common gathering, warm, within small walls" (23, 164,
14) . Commonality under many varieties of historical duress is
clearly rendered by the work: "they would make order, for
however brief a time, and in whatever wilderness" (22). Jones
asserts that the men are united by "the same jargon, the same
prejudice against “other arms' and against the Staff, the same
discomforts, the same grievances, the same maims, the same
deep fears, the same pathetic jokes" (x). The trenches sustain
"a culture already developed, already veneféble and rooted"
for the new recruits, who will "tip-toe when they name the
place" (49). In particular, the warden of stores, with his
"aboriginal mask," is "knit with the texture of the country-
side . . . made proper to, the special environment dictated by
a stationary war" (91). The assertion of the heimlich was a
badge of endurance throughout the Great War, and the epithet,
"cushy, " became a password of hope, camaraderie and survival:
as the narrator affectionately and ironically notes, "it
appeared to be equally cushy on the whole half-battalion

frontage" (76).
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The heimlich, however, is not asserted in the face of the
irreparable losses of comrades. As Staudt illuminates, an
emphasis on the sign-making activities of the characters gives
way to heightened metatextual interventions during represen-
tations of combat: "the narrator of the second half of In
Parenthesis relies increasingly on myth and legend to make
sense of the men's incomprehensible situation" (54). Traumatic
experiences fracture a continuous sense of agency, memory and
identity, preventing recourse to the limited salvaging power
of ritual. As the moving depiction of Mametz makes abundantly
clear, during combat there is neither time nor leisure for
burial ceremony when a pause to grieve a cherished platoon

mate could result in fatal individual or collective injuries:

neither any word spoken

nor no decent nor appropriate soQing of this seed

nor remembrance of the harvesting

of the renascent cycle

and return

nor shaving of the head nor ritual incising for
these viriles un-

der each tree. (174)

During the battle, then, the men are "distinguished only in
their variant mutilation" (172). The continuity of humanity in

its capacity as knower and maker is only asserted against the
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shattering of these roles at the Somme through the narrator's
poetic imposition of ritualistic contexts and elegiac conven-
tions. The work engages the constant manipulation of parallels
and continuities in the face of the mass deaths at Mametz; in
this manner, In Parenthesis details the final seconds of many
individual soldiers in a sustained sequence which bears
witness for "so many without memento," for all those who died
with "no maker to contrive [their] funerary song" (163, 155).

In particular, castrative and maternal symbols of the
feminine alternately incarnate death and consolation in the
final scenes of desolation and terror at Mametz. In this
manner, the "strumpet confidence" of "sweet sister death"
contrasts with the "influential eyes" and "awarding hands" of
the Queen of the Woods (162, 185). Although death at Mametz is
random and sudden, the Queen of the Woods defies the "mean-
dering fortune-graph" of the unnatural and-Qiolent ends of
battle through her particular knowledge of the personality and
merit of each soldier (159). With his creative invocation of
the Queen of the Woods, Jones exploits a feminine symbol of
fertility, compassion, insight, and martial protocol; fit-
tingly, Sacks observes that "our consoling images are most
often figures for an immortal but metaphorized sexual force"
(7). The Queen decorates German and British soldiers alike
with signs of seasonal fertility, namely flowers, berries, and
herbs. Her distinct ceremonial acknowledgements of each named

and celebrated soldier also function as "demarcations
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separating the living from the dead," acts of fundamental
significance in the Great War, where the living and the dead
frequently inhabited the poisoned landscape together (Sacks
19).

The proliferation of pastoral contexts in the final
section of In Parenthesis corresponds to the breakdown of
sequential contexts of understanding and action during combat.
Cyclic and pagan symbols are invoked in Jones's recourse to
symbolic elements, the indirect means specified by Laub and
Podell which enable the survivor to contend with the non-
narratable fragmentation of traumatic experience (993). By
means of its reiteration of conventions, its invocations of
ritual, and its intertexts, In Parenthesis stages a moving
encounter between mass death and the belated, posthumous
assertion of eros (Freud BPP 326) . Through the "somehow
echoing language of dead poets," the Great'ﬁar is "absorbed"
into a seasonal and historical "cycle of repeated occasions,"
occasions fundamental to the reclamation of the heimlich
(Sacks 23, 25). In this manner, the Somme is situated in the
context of "a viable, empowering legacy," one of the most
important tasks of the mourning process (Santner SQ 30). Henry
VY, Y Gododdin, aspects of Arthurian myth, and the history of
Charlemagne are made available as "totemic resources" with
which to mediate the War (Santner SQ 30). The intertexts
emphasize that the Somme serves as a site of memory which is

overdetermined by previous battles and cultural losses.
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Through its attentiveness to the overlapping histories of a
singular place, In Parenthesis situates itself within an
ongoing and interrelated history of mourning and commemora-
tion: "each loss recapitulates a prior loss and each turn to
consolation repeats an earlier deflection of desire" (Sacks
18) . Repetition is thus a vital agency in Jones's remarkable
reconstructive effort to bear witness to soldiers mutilated

and unmourned in the scenes of mass death at Mametz.

Melancholia, Modernity, Nation

Jones's complex recourse to cultural precedent represents
the outcome of his effort to discover "viable totemic
resources, " after the Great War, resources which would enable
him "to sort out the pieces of a symbolic legacy that could
still be safely integrated" (Santner SQ 45). As Laqueur
observes, the symbolic legacy of the previdﬁs generation was
described by many postwar elites as "the “lies of the old
men, '" and the repudiation of these "lies" produced a
"semiotically arid world" ("MN" 160) . Thus, the "Lost
Generation" signals the "disoriented, wandering, direction-
less" state of those who had survived the War but were unable
to mourn its losses (Hynes AWI 386). And yet it is precisely
the loss of transgenerational "inherited legacies and con-
soling identifications with symbolic, even immortal, figures
of power," resources critical to the tasks of mourning, which

Jones grieves in the postwar world (Sacks 8). Given that Jones
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viewed his own epoch in relation to "symptoms of real loss to
man as artist" ("ARW" 152), it is not surprising that he
thematized the cumulative losses impacting the twentieth-
century artist as "The Break": "in the nineteenth century,
Western Man moved across a rubicon which, if as unseen as the
38th Parallel, seems to have been as definitive as the Styx"
("P" A 113). Within the twentieth century, in Jones's per-
spective, the poet is no longer able to speak on behalf of, or
even in relation to, "some contained group of families, or of
a tribe, nation, people, cult" ("ARW" 118). As a result, poets
are placeless, and cannot readily answer the following ques-
tions: "where for us is “this place,' where do we seek or find
what is “ours,' what is available, what is valid as material
for our effective signs?" ("ARW" 121). In response to these
perceived disappearances of meaning, disappearances implicated
in the creation, transmission and receptioﬁ of cultural
artifacts, an ongoing melancholia shapes Jones's "apocalyptic
imaginary" of the West (Jay "A" 90).%7

In opposition to the dislocations of modernity, though,
Jones perceives that the Welsh embody the continuities of the
past and the promise of a unified Britain. In his own words,
"however separatist by historical, racial and geographical
accidents," Wales is "devoted to the unity of this island" of
Britain ("MA" 216). Accordingly, he writes that within the
trenches, groups of Londoners and Welshmen, "the children of

Doll Tearsheet," bear "in their bodies the genuine tradition
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of the Island of Britain" (x). In contrast to Jones's con-
struction of the unified island, however, David Cairns and
Shaun Richards point out in their discussion of Shakespeare's
Henry V that its veiled inclusion of the Welsh, Scots, and
Irish soldiers cannot actually acknowledge "their possession
of an alternative language and culture, for to do so would be
to stage the presence of the very contradictions which the
play denies in its attempt to stage the ideal of a unified
English Nation State" (180). In contrast to Shakespeare's
rendering of the battle, though, Jones transforms King Harry
into Runner Herne, whose instructions inaugurate the hos-
tilities on the uncanny geography of the Somme (Dilworth 100).
Also in contrast to Henry V, In Parenthesis concludes with the
efforts of the Welsh hero Captain Cadwaladr to restore "the
Excellent Disciplines of the Wars," and Jones also invokes
"Oeth and Annoeth's hosts," a spectacular fighting force
derived from Welsh legend (181, 187). In this manner, a scene
of hitherto unparalleled destruction, the Somme, is linked to
the promise entailed by the potential reconfiguration of the
British nation.

To pursue these connections further, according to
mythical report, Cadwalladr, the last of the British kings
during the reign of Constantine, was told that the Britons
"would not recover their land until the time foretold by
Merlin and decreed by God" (MacDougall 11). Jones's work thus

signals its participation in traditions of Welsh storytelling
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which continuously resurrect celebrated figures of deliverance
"who are not allowed to die" but who are exhumed from "the
cauldron of rebirth" (421). However, commenting on the death
of the Welsh Prince Llywelyn by the English in 1282 in Buellt
Wood, Jones maintains that this death amounted to a "national
catastrophe" and that "the last remnant remaining of the pat-
tern of a Britain known to Cadwaladr, known to Arthur, known
to Cunedda and to the Caesars disappeared" (Gwyndaf 429; Jones
"WP" 62). Thus, Jones's conception of Wales remains caught up
in an alternating set of emphases which signal a melancholic
fixation, in that his phantasy of the "termination" of Wales
also necessitates a vision of its "redemptive unveiling after
the catastrophe" (Jay "A" 90). The symbolic shattering of the
British nation at the Somme through the deaths of so many
young men serves Jones's quest to renominate and revive the
island through the reconstruction of the aﬂéient topographies
and creeds of the Britonms.

As Rod Jones suggests, though, such a conception of Wales
postulates "a collective subject overriding contradictions"
(268) . And, according to Gwyn Williams, given that "the
frontiers of a Welsh nation have rarely coincided with the
frontiers of a Welsh people," the problem of national identity
"has been desperate from the beginning" (192, 197). Jones's
recourse to the foundational narratives of nationhood is
inextricably enmeshed in the imaginative effort to mourn

traumatic losses sustained at the Somme. As Ward maintains, In
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Parenthesis indicts a process of "civilizational decay"
continuous with, and merely exaggerated by, the Great War
(111) . Does Jones merely displace the losses occasioned by the
Somme by projectively resituating them in relation to the loss
of Wales and a unified Britain? Or do recapitulations of loss
enable a working-through of the Somme and its overdetermined
personal and historical contexts? To recollect Santner, the
work of mourning proceeds in "symbolically and dialogically
mediated doses; it is a process of translating, troping, and
figuring loss" (PLR 144). In the end, it must be admitted that
both structural trauma and historical trauma are engaged by
the reconstructive possibilities of In_Parenthesis; the work
demands an analysis sensitive to the differences and inter-
relationships between these forms of trauma.

Critical discussion must therefore acknowledge that
Jones's reconstruction of the Somme bears a'projective
relationship to the melancholic loss of his national
affiliation to Wales, the seat of his father's heritage and
language. The Somme is also invested with the loss of
fraternal bonds apparently naturalized by previous modes of
warfare, described as "the intimate, continuing, domestic life
of small contingents of men, within whose structure Roland
could find, and, for a reasonable while, enjoy, his Oliver"
(ix) . The Somme is similarly charged with the unmournable
losses of modernity, experienced in relation to region,

locality, and accelerated technological change. As Bhabha
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observes, "the nation fills the void left in the uprooting of
communities and kin, and turns that loss into the language of
metaphor" (291). In this connection, David Lowenthal also
notes the foundational status of loss in the drive to
reconstitute a national heritage: "identity is more zealously
husbanded by the quest for a lost heritage than by its nurture
when regained" (52).

More generally, it can perhaps be speculated that In
Parenthesis, which bears a subtitle which situates the Great
War in the context of the maternal relation, serves as a
"convoluted expression of distress at the matricidal
underpinnings of the modernist project" (Jay "A" 96).
Furthermore, recalling Jones's preoccupations with the
heimlich and the unheimlich, Jay suggests that the "conflicted
desire to return “home'" signalled by the "uncanny" can be
traced to the desire "for reunion with the ﬁother's body"
("UN" 21). In light of such sweeping albeit germane
hypotheses, I end this chapter by concluding that the Somme
bears the density of numerous transferences and melan-
cholically-mediated losses, bringing them all into degrees of
continuous and contiguous contact, complicating the Trauerar-
beit performed by In Parenthesis. Predominantly, however, in
addition to its confrontation with the mass deaths of Ball's
platoon, In _Parenthesis also locates trauma in the more
gradual and comprehensive extinction of cultural traditions,

traditions capable of facilitating mourning and mediating the
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transmission of song and narrative, as well as trauma
testimony. When Jones's readers are summoned to serve as
secondary witnesses to his belated (re)presentation of the
catastrophe of the Somme, they are simultaneously asked to
bear witness to their own estrangement from tradition, and to
their own uncertain abilities to participate in acknowledging
the collective cultural legacies of loss in the aftermath of
the Great War. On the brink of uncanny recurrence, then,
another catastrophic World War, In Parenthesis configures its
poetics of loss in irresolute relationship to both the West
and the Western Front, in a retrospective melancholic mourning
for the massive dislocations perceived as inherent features of
modernity itself, illuminating the extensive radius which
governs the transferential field potentially activated by the

haunted topography of historical trauma.
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Chapter Eight
Notes

1. The quotation is taken from the epigraph to Part 6 of In
Parenthesis from Y Gododdin (133).

2. Notably, Jones observes these historical conditions when
he dramatizes the plight of the infantry before the uncut wire

in In Parenthesis:

You stumble in a place of tentacle
you seek a place made straight
you unreasonably blame the artillery
you stand waist-deep
you stand upright
you stretch out hands to pluck at Jerry wire as if it
were bram-
ble mesh. (166)

3. For contemporary belated (re)presentations of the Somme,
see Pat Barker, Another World (London: Penguin, 1998),
Sebastian Faulks, Birdsong (London: Vintage, 1994), and Frank
McGuinness, Qbgerve the Sons of Ulster marching towards the
Somme, (London: Faber and Faber, 1986). The latter work
examines the Irish role in the Somme, July 1, 1916, and it
also recalls the anniversary of the battle of the Boyne, July
1, 1690, a legendary historical conflict in the history of
Ireland, which is commemorated to this day during the Parade
Days in July. Also see note 14 on Francis Ledwidge and Seamus
Heaney below.

4. Compare Sassoon, Memoirs of an Infantxy Officer (1930),
especially the section entitled, "Battle," Wyn Griffith, Up to
Mametz (London: Faber and Faber, 1931), Graves, Goodbye to all
That (1929).

5. For a critical discussion of Wales and its "invented
traditions," see Prys Morgan, "From a Death to a View: The
Hunt for the Welsh Past in the Romantic Period" in The
Invention of Tradition, ed. Eric Hobsbawm and Terence Ranger
(Cambridge: Cambridge UP, 1984), 43-100.

6. In this connection, in "Personal Narratives and Commem-
oration," included in War and Remembrance in the Twentieth
Century, ed. Jay Winter and Emmanuel Sivan (Cambridge:
Cambridge UP, 1999), Hynes points out that Sassoon's accounts
of his War experiences, including his participation in the
battle for Mametz Wood " [commemorate] the brave individual
rush into danger, in which the solitary soldier is an agent in
his own war, and it does so because the modern mass-war that



452

Sassoon fought in had made that kind of individual gesture
obsolete and irrelevant . . . Sassoon's adventures are heroic
and pointless; they belong to a lost, idealized past, like the
dream of England" (216).

7. For a more comprehensive discussion of Jones's exploration
of the Twrch Trwyth, see Miles, "Wales and the Celts," in

Backgrounds to David Jones.

8. As Blissett notes, in "To Make a Shape in Words,"
Renascence 38.2 (1986), 67-81, the title of Part 5 of In

is, "Squat Garlands for White Knights," refers to
"the shrapnel helmet issued in 1916, through witty allusion to
Hopkins (~garlanded in squat and surly steel') . . ." (72).

9. Like Ward, Cobley seeks to expose Jones's "nostalgia for a
more satisfying communal society" (200). Such a critique is
certainly significant, given that Jones's conservative and
even alleged "proto-fascist" sympathies continue to be debated
in relation to his aesthetic productions (Staudt 21). For more
on this controversy, see Dilworth, "David Jones and Fascism, "
in David Jopnes: Man and Pget, ed. John Matthias (Orono, Maine:
National Poetry Foundation, 1989), 143-59.

In addition to tacit views of the status of the Great War
in relation to mourning, Fussell and Cobley also offer
implicit evaluations of the strategies of representation which
should configure the events described. While Fussell argues
for an exclusive mode of ironic emplotment, Cobley valorizes
the apparent heterogeneity of postmodern texts which attempt
to deploy and dissolve the genre patterns used to constitute
and fracture any unitary perspective on events. Yet, as she
repeatedly affirms, no text, whether modernist or
postmodernist, can ultimately counteract a fundamental
blindness to its own assumptions within the purview of a
deconstructive framework (17). As Staudt maintains, then,
perhaps "the very effort to classify his work as modernist or
postmodernist exposes the ambiguities and inadequacies of
those labels, yet Jones's work addresses important concerns of
both these major twentieth-century trends" (192). In another
distinct perspective, in "Historical Emplotment and the
Problem of Truth," included in Probing the Limits of

ion, ed. Friedldnder (Cambridge, MA: Harvard UP,
1992), 37-53, White defines modernist modes of representation
"less as a rejection of the realist project and a denial of
history" than as "a growing awareness of the incapacity of our
traditional modes of representation even to describe [events]
accurately" (52).

10. Many critics implicitly address the Somme as an ambivalent
site of memory. To summarize Cobley's position, for example,
she maintains that In Parenthesis serves as a contradictory
site of inscription: "straight and ironic readers produce
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irreconcilable interpretations which are both authorized by
the text" (197). And according to Featherstone, "Jones's
technique forces the reader to consider historical congruities
and incongruities in his interpretation of war, and we are
never allowed to settle into any sure perspective of ironic
contrast or spurious nationalism" (35). In another example of
a corroborating approach to the intertexts, Dilworth argues
that "interpretation moves in two directions": "if cultural
tradition interprets war, war forces a reinterpretation of
cultural tradition" (59). Ward also declares In Parenthesis to
be fundamentally ambivalent, in that its intertexts suggest
both symbolic continuities and discontinuities simultaneously
(115) .

11. The text is most often identified as a poem, although it
is also discussed as a "war narrative" or a "novel" (Cobley
239-40). Martin Ldéschnigg, in "Intertextuality, Textuality and
the Experience of War: Dav1d Jones's ln_gaxgn;nga;s and Otto

Nebel's zuginsfeld" in
W - , ed. Franz Karl

Stanzel and Léschnigg (Heidelberg: Universitdtsverlag C.
Winter, 1993), describes Jones's work as an "extended
experimental poem" (100), while Hynes classifies the book as a
"strange poetic war narrative" (ST 1). Dilworth argues that
the work should ultimately be considered a poem, although he
also maintains that In Parenthesis "undergoes continual
subgeneric metamorphos1s" (38) .

However, Eaves is in dlsagreement with Dilworth when she
asserts that "In Parenthesis is not definable as a particular
art form, and does not fit neatly into any .genre. It is a
mixture of prose and poetry" (54) . In this connection, Gwyndaf
supports Eaves when he maintains that "in outlining the Welsh
epic tradition, form, as such, is not the crucial factor"
(420) . Amidst this welter of debate, my own discussion
contributes to dissension by privileging the elegiac elements
in Jones's work; more generally I treat many elements of In
Parenthesis in relation to poetic testimony, as I define that
term in my analysis of Owen and Sassoon in Chapter Five.

12. For a recent tour guide to the Somme region, including
"The Poet's Walk: Bois Francais and Mametz," see Paul Reed,
Walking the Somme, in the Battleground Europe Series (London:
Leo Cooper, 1997).

13. Compare the creeds and practices of Eric Gill's community,
where Jones became an apprentice, with McGann's discussion of
the "materialist aesthetic" of William Morris (45). As Jones
comments in "Eric Gill, An Appreciation" (1940), Gill "was a
true master in the sense that Morris was a master; indeed,
with Morris he had much affinity--he was, in a way, a
Victorian person" (EA 297). Also see the chapter, "Eric Gill,"
in Miles.
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14. The battle for Passchendaele claimed many lives, among
them, Lance Corporal Francis Ledwidge, who is buried in
Artillery Wood Cemetery at Boesinghe (M. Gilbert 353).
Ledwidge, an Irish soldier, has been commemorated by Seamus
Heaney in both verse and prose.

15. As Newton points out, Primo Levi, a survivor of Auschwitz,
chose an epigraph from Coleridge's "Rime of the Ancient
Mariner" for his last book, The Drowned and the Saved, a
gesture which highlights the general significance of this work
for literatures of trauma (124).

16. An even more dramatic resistance to identification with
elders and parents was noted by the Mitscherlichs in their
work on mourning in Germany after the Second World War
(Santner SQ 45).

17. See Miles's discussion of Oswald Spengler's considerable

influence on Jones in Backgrounds to David Jones (36-64). As
Miles points out, The Decline of the West: Form and Actuality
(1917; rev. ed. 1922) was first published to enthusiastic

acclaim in Germany at the end of the Great War; as such, this
book, which aspired to monumentality, must be read in relation
to historical trauma and its aftermath. It was not to appear
in England until 1926 (36). Spengler published another work,
which also later influenced Jones's vocabulary of cultural
decline, entitled, Man and Technics: A Contribution to a
i (1931) . Also see Staudt, "The Decline of

the West and the Optimism of the Saints: David Jones' Reading
of Oswald Spengler" in David Jones: Man and Poet, ed. John
Matthias (Orono, Maine: National Poetry Foundation, 1989),
443-63. For more general discussions of Spengler and postwar
culture, see "Modern Mythology: the Case of “Reactionary
Modernism, '" by David E. Cooper, in History of the Human
SQ;gnggs 9.2 (1996), 25-37; and "Spengler Revisited," in

i, by Northrop Frye (Bloomington: Indiana UP,
1976), 179-98.
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Afterword

National Ghost(s): From Testimony to Postmemory

They call me The Ghost, (which is a point in favour of
their latent imaginations.)

Wilfred Owen, Collected Letters (1918)

the people are ghosts

Leonard Woolf on Jacob's Room, Diary of Virginia Woolf (1922)

As regards being dead, however, one of my main
consolations has always been that I have the strongest
intention of being an extremely active ghost. Let nobody

make any mistake about that.

Siegfried Sassoon, Sherston's Progress (1936)

The First World War goes on getting stronger--our number
one national ghost.

Ted Hughes, "National Ghost" (1965)

Ten years later, throwing off hot sheets, Rivers
reflected that the questions the ghosts had asked had all
been questions the living people wanted answered .

the questions became more insistent, more powerful, for

being projected into the mouths of the dead.

Pat Barker, The Ghost Road (1995)
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The poetic testimonies and the experimental fictions of
primary witnesses and their contemporaries, by writers such as
Owen, Sassoon, Woolf and Jones, bear witness to historical
catastrophe in distinct, but interrelated ways. This study of
specific texts insistently foregrounds the unresolved cultural
legacies of the War, as well as the decisive significance of
the belated witness in the ongoing transmission and reception
of that event. But, beyond the literary productions of
civilians and combatants, writers who have rendered that
signal trauma a "vicarious past" for successive generations,
how are increasingly belated witnesses to continue to engage
the historical trauma of the Great War, an event which demands
to be situated within the contexts of remembrance created by
the present (J. Young "HVP" 670)? Belated engagements with the
Great War self-reflexively recall or even explicitly incor-
porate the event's prior representations: éoems, novels,
histories, movies and photographs. Moreover, they inevitably
foreground their secondary and mediated status, and their
engagements must traverse divides of history, gender, and
geography, among other modes of difference. Not surprisingly,
for example, the historical figure of Rivers is privileged in
Barker's Regeneration Trilogy, in large measure because of his
secondary and mediated position with respect to combat trauma.
In this manner, he dramatizes the dilemmas of reception,
dilemmas which the belated reader to some extent shares. Thus,

the very modes, medias, and pathways by which traumatic memory
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is transmitted are engaged in the work of writers who succeed
the generations which survived the Great War. As Froma I.
Zeitlin comments in a related context, "far from foreclosing
any identification with these events, this very belatedness
leads them urgently to seek ways of linking the present to the
past" (6).

One means by which historical trauma is transmitted from
the past to the present, a means which exemplifies the
problematic co-implication of mourning and contexts of mass
death, is the spoken and unspoken transmission of trauma from
parent to child. This mode of postmemory is foregrounded by
two major British authors invoked throughout this study,
Barker and Hughes. As Hirsch delineates, postmemory may refer
to "the experience of those who grew up dominated by nar-
ratives that preceded their birth, but whose own belated
stories are displaced by the stories of thé previous genera-
tion, shaped by traumatic events that they can neither
understand nor re-create" (8). In Barker's case, postmemorial
engagement with the War was apparently precipitated by an
ominous silence: the long, near-lethal bayonet scar which
traversed her grandfather's body as a result of his service in
the War was rendered omnipresent through the virtual absence
of stories which accompanied it ("Interview"). In this con-
nection, the phantoms identified by Abraham and Torok may be
recalled as a relevant formulation of trauma and its potential

transgenerational character: "what comes back to haunt are the
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tombs of others," tombs which become buried within the living
(Rand SK 172).

Long before recent scholarship theorized the transgenera-
tional transmission of trauma, though, Hughes movingly and
disturbingly probed the lingering presence of the Great War in
what I can only term "poems of postmemorial testimony." Drama-
tizing chronic dislocations of identity in response to the
unassimilated horrors of the trenches, these poems of exorcism
and recuperation both exploit and undermine the instabilities
of self-reference. In one example, the speaker describes
himself as his father's "luckless double," and he recalls an
early childhood spent crawling amongst the horrific landscape
created by the previous generation: "jawbones and blown-off
boots, tree-stumps, shellcases and craters" ("Out" I 16, 18).
In yet another poem, "Dust As We Are," the speaker maintains
that he was compelled to serve as his fathér's "supplementary

convalescent" (15):

And I filled
With his knowledge.
After mother's milk
This was the soul's food. A soap-smell spectre

Of the massacre of innocents. (34-38)

In this disturbing excerpt, Hughes situates his own childhood

development in belated relationship to his father's conscious
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and unconscious experiences of the Great War. In this manner,
he highlights a transgenerational mode of transference dis-
tinct from a phylogenetic inheritance, Freud's speculative
psychoanalytic explanation for the collective and unwitting
transmission of "dispositions" and "memory traces" of previous
generations (MM 127). But in the specific context of Hughes's
postmemorial testimonies, and in the more general context of
my own analyses of trauma and mourning, Freud's notion of
"inheritance" may be reconfigured to serve as yet another
register of the myriad spectral agencies of the Great War (cf.
Santner "F").

Literature both conjures and serves these spectral
agencies. Certainly, the preoccupation with ghosts which
characterizes the uncanny psychological topography of the
Western Front also informs Britain's subsequent cultural myths
and textual productions of the War. In thié regard, Owen's
platoon mates combined rather bleak comedy with uncanny
foresight when they called him "The Ghost"; true to his
threat, Sassoon continues to haunt. Yet, even as their voices
are summoned to speak to the present in Barker's trilogy, have
the questions the "living people" asked been answered as a
result of their belated projection into these "mouths of the
dead"? The ongoing interrogation of the Great War's witnesses
attests to failures of mourning, to "gestures of mourning that
cannot be performed," given that these spirits are themselves

cultural projections which embody the ambivalences of the
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living (Rabaté 229, xvii). It seems appropriate to speculate
that new questions will continue to be posed to the ghostly
witnesses of the War in a postmemorial literature attentive to
the broad collective import of an event which invites complex
considerations of the limits and nature of group relationship.

In this connection, it is notable that Hughes emphasizes
the peculiarly English character of the Great War ghost which
he perceives to be omnipresent, "molesting everybody" ("NG"
70) . Do phantoms respect national borders? And given its range
of "dispersed and eccentric" definitions, does not the concept
of the nation itself depend upon "the phantom of identity"
(Kertzer 60, 58)? In what ways, then, do these interanimating
phantoms contribute to an understanding of the dynamics of
haunting? Hughes's linkage of the Great War and the nation
specifies one way of privileging the question of collective
mourning processes in the wake of historicél trauma; after
Santner, the Great War can be considered a constellation of
stranded objects, a constellation configuring melancholic
identifications constitutive of national discourses. Appar-
ently taking up the issue where Hughes left off, for example,
Light wonders at the manner in which loss and absence ground
the phantasy of the nation: "is indeed the very idea of
English nationality--of something which, in Rupert Brooke's
words, could be for ever England--inevitably tinged with the
elegiac?" (19). Light's rhetorical question regarding the

essential unity of England, a stability construed as purely
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the product of retrospective phantasy, suggestively elides two
issues arguably pivotal to English group identification: the
Great War and Empire. These haunted objects continue to
occasion enormous ambivalence. According to Lane, who
recollects "Freud's rather schematic account of grief," a
melancholic Britain "has yet to record the empire as a lost
and irretrievable object; Britain's repetition of commemor-
ative nostalgia signifies conservative blockage, not cultural
process" (232). Similarly, Easthope affirms that "England
still can neither face nor forget the Empire and loss of
Empire" (ENC 31).

In the wake of the numerous losses associated with the
Great War and the decline of Empire, literal and symbolic
losses which continue to remain relevant to collective
processes of identification and mourning in Britain, Hughes's
angry native ghost may be compared with Beﬂjamin's helpless
specter of modernity, the angel of history who "would like to
stay, awaken the dead, and make whole what has been smashed"
("TPH" 257). Yet collective objects of identification which
were forever altered by the War and its legacies can never be
fully restored and made whole. Furthermore, the dead cannot be
reawakened even though they occasion complex processes of
collective mourning and cultural acknowledgement. In a manner
both related to, and distinct from, Benjamin's angel of
history, then, an angel who is fixated on the past and who is

helplessly propelled into the future by the storm of catas-
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trophic events which ensures that man-made wreckage and debris
ngrows skyward" ("TPH" 258), the national ghosts of the Great
War are being propelled into the future by a belated post-
memorial literature of historical trauma which continues to
engage the cultural work of mourning initiated by the wit-
nesses of War. As a collective, transgenerational historical
trauma which can neither be definitively understood nor re-
created by successive generations, the Great War can only be
presented and (re)presented anew in response to the belated
questions, the animating ambivalences, and the unresolved

losses of the living.
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