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ABSTRACT

The aim of this study is to examine the nature of poetic response to war
across the English,French and German languages. 1t attempts first of all
to define the resources (specifically, the metaphor) available to the

war poet,as opposed to the writer of war prose, in his new search for
objective truth. The 1914-18 war was a testing ground for Poetry,
compelled as never before by the imminence of the historical event. This
study is therefore particularly concerned with tracing the various stages
of a change in poetic language between 1914-18 which in part lead to the
greater realism characteristic of later (20 poetry.These stages run from
the gradual rejection of conventional poetic expression (Chapter 2)-

a process seen as either quickened or impeded by the social and political
climate in which the poet found himself (Chapter 3)- to the final
emergence of a new medium adequate to the communication of the new realities
(Chapter 4). This maturer poetic language found its most brilliant
expression in the English humanitarian poetry of protest, the best of which
stands alone, it is argued;as the finest poetry of the war (Section’'i-ii,
Chapter 3).The aesthetic failure of the alternative French and German
responses, which were largely ones of passivity and acceptance;is seen
less as a product of personal talent, than as a direct result of national
attitudes to the social and political valuation of the individual.
Section iii of Chapter 3 looks at the German socialist and middle-class
acceptance of the imperialist ideology of the ruling govermment and the
subsequent alienation from Western liberal democratic ideals;as some of
the reasons for the lack of open rejection of war.The different
philosophical premises of German and English literature are also examined.
Chapter 4 assesses the success of humanitarian and non-humanitarian
poetry through a discussion of the individual metaphoric usage of
Guillaume Apollinaire, wilfred Owen and August Stramm. Factors such as
internal congruity and technical accomplishment are considered,as is

the role of metaphor in each poet's search for meaning. Although the war
poetry of Apollinaire is negatlvely Jjudged in this study,a diachronic
view of the metaphorical development in Calligrammes during 1914-16

from early cliché to mature love lyric, does reveal some signs of the
same movement away from aestheticism which inspired the English poets
....... greater involvement with the human concerns of Mankind at war
and consequently to a richer,wiser and tougher poetry.
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CHAPTER 1.
ART AND WAR.

In a post 1945 society, Art has increasingly adapted to
conditions where viclence is a continuously dominant influence.
The moral problem of the place of Art in a society at war, which
faced writers seriocusly for the first time in 1914, has now been’
to a great extent transcended by more fashionable psycho-linguistic
precccupations. In 1914, the status and function of aArt was
severely challenged with the outbreak of unprecedented violence

and destruction., The editor of the German review Das Grosse Jahr 1in

his preface hinted not only at the ethical incompatibility of the opposing
principles of Art and War, but also at the inadequacy of Art,
"the nightingale in eagle's claws', to deal with the overwhelming
force of events. For some critics, he admitted, the great moment
in history did not seem to promise equal prominence for Art (1).
More mcdern criticism poses essentially the same problem as
one of structure :=
"In modern war poetry there is not infrequently a conflict
between subject matter and form, truth and expression, for form is
order and war is chaos.” (2)

The global moral and philosophical questions, remain, however,

unanswereds-

"The question therefore does seem to arise whether modern war is

Ve

too overpowering, its tragic potentialities tco vast to be expressed

within a given lyrical form.'" (3)
To pursue either the philosophical or the linguistic question to

its logigg}»conglusion would lead inevitably to silence in face of

the unutterable (3a). Fortunately for the genre of medern war poetry,

few poets actually refused to write on philosophical grounds, with




the exception of some like Franz Werfel (4) and even fewer experi-
enced linguistic difficulties which forced them to the limits of
1anguagé and beyond, as was the case with August Stramm (5).

In fact, the opposite was {true. Wwith the outbreak of war came
a veritable deluge of words (0). Art had seemingly embraced and
transcended the enormity of War (7) in the spirit of wWhitman'®s .
proclamation:-

“"If peace is the routine, out of the (poet) speaks the spirit of
peace (oo )o In war he is the most deadly force of war." (8)

The idea that Art and War are born of the same fierce spirit was,
of course, a common theme to both patriotic and National Socialist
writings and it is subsequently very difficult to distinguish
between the extreme chauvinism of say, some English patriotic poets
and the pre-fascist ideology of the German nationalist poets. The
close identification of Art and War (9) was an easy step towards

the official view of the propaganda function of Art in wartime (10).

The Introduction to Das Grosse Jahr, a special war-time edition

of the supposedly liberal Die neue Rundschau (11) takes up this

idea of the shared spirit of Art and War, with the ostensible
emphasis on Art as a force for peace.
" Genau so steht das Werk des Dichters. Chne die Gewalten, deren

dusserste Erscheinung der Krieg ist, kann kein geistiges Leben

gedacht werden und doch sagt alles geistiges Leben, Frieden,t

((So stands the work of the poet. No intellectual life can

be conceived of without the forces whose most extreme form War

is, and yet all intellectual life says, Peace.™” (1la)



. . - L :eor
Such a view of the motivations of literature faces the pcet or wrile

with an aesthe¥ic dilerma made to sound like a moral one, tacitly

ignoring that the innexr tensiomns of Art do not derive exclusively from
the 0ppo§ition of philoscphical or imtellectual absolutes, but also
fram the conflicting principles of 'Peace® and ‘War® in real life.

To neglect this second aspect is to exclude Art from moral issues,

as the editorial proceeds to do with the following definition of the
poet’s task in wartime = “Nicht den Krieg zu verherrlichen, nicht ihn
zu schmihen, ist (des Dichters) Aufgabe" (p.15) (It is not the poet’s
duty either to glorify or revile war). 4ihe poet is then forced to
adopt a fine Olympian stance. Such vague idealism (12) inevitably
involves at some point what Jon Silkin refers tc in his book Qut of
Battle (p.44) as the "exclusion of therecegnition of suffering"., It
is precisely this moral isoclation and its attendant attitudes which
call into question the honesty and validity of much of the chauv-
inist or idealist poetry, Yet the spurious virtue which many pat-
riotic writexs could lend their work was one of the mainmasons both
for the continued consumption of nationmalist literature by the public
and indeed for the successful promulgation of official war policy aﬁd
morale (especially in Germany). This paradoxical glorification of wax
in the name of good, explains why patriotic pcets wem still penning
their inflated verses at the end of the war as if the evils of the
Somme or Verdun had never happened and why, for instance, certain

English lady historians were moved to produce attractively presented

P

volumes about the war in order to counteract '"the grim realities and
savage brutalities” so that "the memory of the war should be touched
to noble issue."(13) Such curious refusal to come to terms with the

actuality of modern waxrfare was one of the more harmless aspects of war-

time conservatism which, however, also encouraged much more ethically
dubious, pro-war attitudes, which lasted far beyond into the next decade.

Ernst Junger, for instance, imn a unbridled glorification of war in his

novel Feuer gnd Blut (1929) speaks of the’ Sittlichkeit der Tat® (the virtue
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of action) and of “nur die Tragik und Drama Selbst’ (the pure tragedy

and drama) of battle (14). His view of war as a vigorous spiritual
training for a whole nation stems from pre-fascist ideology, but it
is nevertheless an openly and energetically embraced National
Socialism, Much more insidious in its duplicity is the militarism
which masquerades in the anti-pacifism of such writers as

Douglas Jerrold, whose attitude derives from extremé right—wing"

ideas about war as a necessary evil. In his article The Lie about

the War (1930), he criticized pacifist writers such as Remarque,
Barbusse and Graves for denying '"the dignity and tragic drama to
the war" - an attitude which he considered '"not only unworthy but
damnably silly and incredibly dangerous™ (15). In Germany, novels

such as Remarque'’s Im Westen Nichts Neues (1929) were also badly received

being considered defeatist by the rightist critics and a deliberate
Ioﬁanticizaxion by the pacifists (16). So high were the feelings of
patriotism during the war that the pacifist writings of Romain
Rolland or Henri Rarbusse were openly condemned for what was seen
as an attempted ndémoralisation de la nation en temps de guerre."
(17) The French poet, Guillaume Apollinaire, for instance, shows
the naive patriotism of many inféllectuals at that time. in a
letter to Madeleine, he congratulates himself on having avoided
what he considered to be the rather dubious utterances of R;iland_
"Romain Rolland fait de désagréables et tres déplacées manifestations
presqu'en faveur de l'Allemagne. Moi, j'ai publié au mois_de

re

P N o . \ . - s e . .
février a Zurich un poeme intitule 2 Canomier Conducteur qui ne

laissait aucun doute sur mes sentiments anti-boches" (18)
Hard-line patriotism such as this could often contain seeds of

some curiously ambivalent attitudes towards war. Charles Péguy,

in a pre-war essay Notre Jeunesse written in 1910, expresses in

his strange contempt for peace a disturbing moral confusion :—



"Ouand une grande guerre eclate, une grande rgvolutiong cette
sorte de guerre, c’est qu'un grand peuple, une grande race a besoin
de sortir; qu’elle en a assez : notamment qu‘elle en a assez de la
paix.” (18a)

(When a great war breaks out; a great revolution, a war such as
this, it means that a great nation, a great race needs to breakA
loose : that it has had enough, particularly, that it has had enough
of peace.)

The success of such éssentially prqugandist patriotic writings
could be seen to reflect the ideological conflict in the public mind
"between the perceived disagreable necessity of war and the wish to
believe that good is triumphant in the universe." (19). Hence
Thomas Mann's fascination with war as a necessary ‘'purification®
(Reinigung) and "'release" (Befreiung))yet his recognition of it as
a terrible affliction (Heimsuchung) on humanity (20). This awful

paradox continued to be swallowed whole by a great many until the
end of the war.

The themes of peace and war provide, therefore, somewhat obviously,
the defining limits of the literary response to war. This fundamental
bi-polar opposition is also responsible for the inner tension which is
part of the greatness of modern war poetry (21). These tﬁématic tensions

can be seen at three different levels, The most obvious level is

ot S ip [ 1 VOO 2
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level is within the work of a single author and the third, more
interestingly, within the imagery itself. At the first level the
conflicts are self-evident, as the response to the war covered the
whole span of ideological reaction. Polemic, particularly in

the political writings, was inevitably rife between the intellectuals

‘on all sides. The accusation of Germany's "Machievellian Duplicity"



published in Le Petit Journal in Paris on 3rd August, 1914 brought

an immediate manifesto signed by 93 of Germany's most illustrious
inteilectuals (22), Romain Rolland was public.ly rebuffed by
Gerhard Hauptmann tc whom he had written an open letter in the
hope of rallying him to the internationalist socialist cause;
H.G. Wells, although a committed pacifist, disapproved of Rolland's
Olympian stance and his air of martyrdom (23); the brothers
Heinrich and Thomas Mann were in bitter personal dispute about the
ethics of German war politics (24).

The poetry of the period reflects the same broad spectrum of
opinion and debate to be found in the political essays. At one
extreme of chauvinism are the bellicose '‘hymns of hate' - one of

the most infamous being Ernst Lissauer's Hassges ang gegen England‘

(1914) (25)

" Wir haben alle einen Hass
Wir lieben vereint, wir hassen vereint,
Wir haben haben nur alle einen Feind,
Engeland., "

(We all of us have one single hate
Together we love, together we hate,
We havé but one common foe

England. )

Rudyard Kipling's poem The Beginnings 1914-18 with its,similar

ominous rhythmns makes hardly more commendable reading.,
9
It was not part of their blood,

It came to them very late,



with long arrears to make gocd,

when the English began to hate.

Their voices were even and low

Their eyes were level and straight

There was neither sign or show

When the English began to hate. (etc.)  (206)
Equally unpalatable is the mixture of religious fervour and
militant chauvinism so characteristic of the early pericd in all
three countries and which is particularly dominant in Walter Flex's

war anthology Sonne und Schild (1915) where he expresses such

sacrificial sentiments as *’Ich bin nicht mehr ich selbst. Ich
war./ Ich bin ein Glied der heiligen Schar, die sich dir opfert,
Deutschland® (I am no longer myself. I was./ I am a member of the

holy flock which sacrifices itself to you, Germany.) (27).

The idealism of Rupert Brooke's The Soldier (If I should die think
only this of me (1914)) continued to find echoes both at home and
abroad (29), even when the stirrings of protest were beginning to make
themselves felt in the pacifist writing of Siegfried Sassoon and
Wilfred Owen (30), and in such reviews as the German Aktion (31).

The second area of thematic ténsion, that is, within the work of a
single author, can be as we have seen, a reflection of such general
morai ambivalence, More nar?owlyg however, these internaliéensions
are symptomatic of an ethical shift from an earlier idealist standpoint
to one of increasing disillusion, Thus, for instance, Siegfried Sassoon

wrote an extremely bloodthirsty poem, The Kiss (32)



® To these I turn, in these 1 trust;

Brother Lead and Sister Steel.

(oee)

He spins and burns and loves the air (..o)

She glitters naked, cold and fair. (<o)

Sweet Sister, grant your soldier this :

That in good fury he may feel

The body where he sets his heel

Quail from your downward darting kiss. *
which is totally at odds with his later- writing (33).

The process of change can be seen at work within a single pcem,
as in the work of the early minor poets (33a), . who
were clearly at a transitional point between the idealistic and
experiential stages of the chronology of disillusion. Contradictory
attitudes may,however, be present in the work of a poet, without
there being any moral progression or change in outlooX..
Heinrich Lersch, for instance, a successful German ‘worker poet?
(Arbeiterdichter) was capable of writing the inflammatory call to
battle - ®'Herz aufgl&he dein Blut® (Heart, let your blood burn up
brightly) in support of the state war aims, without apparently
compromising his socialist ideals, and also of producing th;ﬂremark-
ably tender and compassionate poem Der Tote (The Dead Soldier)' (34).

The third, possibly most intriguing area of thematic tension
manifests itself at the level of imagery. The work of the French
poet,Guillaume Apollinaire,provides abundant examples of metaphors

which synthesize the themes of peace and war (34a).

The theme of war as a thing of beauty in his notorious poem Merveille

de la Guerre, . or as an act of love in the poem Oracles are

frequently occurring paradoxes., Ferdinand Simonis (35)



comments on this unusua) fusion of thematic opposites (“Doppelaspekt!)

as being the defining elerent of Apolliraire®s war poetryo

nKrieg und Liebe sind fiir den Dichter keimeswegs einan@ex
ausschliessende Momente (... ). ES erscheinen fortan oft das
Schauspiel des Krieges und Gesten der Liebe in derselben Vision
verschmolzen, (War and love are in no way inccmpatibie forces
for the poet. Hereafter, the spectacle of war and the acts of . love
become fused in the same vision.)
This is not to say, however, that the fusion achieved is always an
easy or a successful one. The high inner tension of the paradox

"O Guerre / Multiplication de 1‘'Amour" (O war, multiplication of

love) in Merveille de la §uerre still strains with the challenge

to preconceived ideas,with the two-way pull of humour and cobscenity,

and the underlying irony of the ''contrariness" of its perception,

Such deliberate thematic opposition reveals the stark antithesis between
the desires of the individual and the demands of war which was so
clearly perceived‘by most writers (36). This antithesis between the
principles of peace and war, is, as we have seen, the major motivation
of all war literature : "it is the one great antithesis : simply

War and Man" (Die eine grosse Antithese; der Krieg und der Mensch .

schlechthin) (37). ) -



POETRY VERSUS PRCSE AS A MEDIUM FCR THE EXPRESSION OF THE EXPERIENCE
OF WAR (38),
It is largely the realistic novels, such as Barbusse's Le Feu

(1916), Dorgeles® Les Cxoix de Bois (1919}, Remarque’s Im Westen

Nichts Neues (1929), Graves® Goodbye to All That (1929), indeed all

the books on Douglas Jerrcld's black list (39), which are responsible
for shaping the popular image of the First World war in a way that
poetry has not ., Certainly, the war poetry has left behind in
the public mind certain very powerful images which still have lasting
resonances, but in the English poetry particularly, it is precisely

these images, such as contained in Graves' poem A Dead Boche ("Dribbl-

ing black bloced from nose and beard") which have given it a reputat-
ion for exaggerated realism (40). That and a perhaps some-
times overly sentimental and romantic attitude to individual death
(40a) prompted, for instance, W.B. Yeats'®' rather sour refusal to
include Owen in the 1936 edition of the Oxford Bock of Modern Verse,

on the premise that his poetry was “all blood, dirt and sucked

sugar stick."

J.H. Johnston also criticized the narrowness of the English war lyric,

concluding that "passive suffering” is too limited a subject for '

great poetry (40b).

Narrowness of focus may have been a serious charge against the

modern war 1lyric, if it had not been for the democnst

ble success

of certain great poems' (Apollinaire’s Si je mourais la-bas, Owen's

Greater Love, Rosenberg's Dead Man'’s Dump) to fulfil so many of the

positive virtues which critics liked to attribute to the prose
writing of the war. Harvey Hewett-Thayer, an American critic of
the early 1920°s, for example, found in the pacifist German novels

broadness of perspective, intellectual depth and moral integrity (41).



v({The pacifist novels) by constant implication lock beyond
teday; they pause to ask about the warrior's largexr self, his peace=

time self; they express a wholescme scepticism for inconsiderate and

manipulated enthusiasms; they communicate a sense of dignity unspeak-=
ably outraged and they appeal to the intellectual, the reflective
side of man’s nature."

In contrast to the analytical power and wide perspective of the
novel, Hewett-Thayer denies the lyric any intellectual status at all:-

"Passion is noi a function of intelligence; it may produce a
perfect lyric, but great novels do not proceed from a section of
the emotiocnal organism which happens to be temporarily inflamed,™

More than forty yeaxﬁ_later9 J.H. Johnston (42) levelled the
same criticisms at the English war lyric which he saw lacking in
the "objectivity, restraint, selection and control" of the epic
narrative (43). The following particularly damning condemnation
was the beginning of the epic/lyric controversy which has lasted
to recent years.

""Never before in literature had war been described with this
painful compression of action and incident, with this narrowing of
focus, this fragmentation of reality, this cobsessive emphasis on
isolated and irrelevant sensory details.” Altogether Johnston
preferred to see the war lyric as a product of passion (44), whose

major aesthetic weaknesses he attributed to the lack of the

o
7

"advantagés of temporal remoteness" suffered by the soldier-poet
with only the sky-line as a mark of his mental horizon.

The. better poetry, however, was not written in the mud and blood
of the trenches (45), but, like the successful novels, was conceived
away from the battle and with as much attention to niceties of form

and content. Despite Owen's publicly avowed dislike of Poetry



for Peoetry's sake, he was very much a craftsman of the medium, and,
for instance, perfected over many years the technique of assonantial
pararhy¥e° As Blunden remarks of him in his Intreduction to his
own anthology of Owen's poetry, "He was (...) an urmwearied worker im
the laboratory of word, rhythm and music of language?” Similarly,
Apollinaire®s apparently carelessly impromptu idecgrammes such és

Du Coten dans les Oreilles or his lcosely composed ‘'simultanecus'

poems, were the result of a very carefully-thought-out poetic

programme, as expounded in his critical writings, Les Peintres

Cubistes and L'Esprit Nouveau. Balance and perspective were

therefore not the sole privileges of the war novelist to whom alone
was given the benefit of hindsight. Neither was knowledge about

the wider issues a function of physical and temporal remoteness.

As Apollinaire wrote in a letter to André Billy of the 3rd. September,

1915 in Anecdotiques "fini le temps ou le soldat ne savait rien de

la bataille - dans cette guerre on sait tout au fur et 3 mesure."
(Gone are the times when a soldier knows nothing of the battle -
in this war one finds out everything in duve course.)

When comparing, therefore, the relative merits of prose and poetry
as a means of communicating war experience, it is not just a question
of confronting logic with intuition, intelligence with passion,

statement with metaphor, for to do so would be to pursue the rather

arid controversy, which Chevalier (46) refers 10 as la vieille

opposition du dénotatif et connotatif." (47)

David Daiches in his book A Study of Literature (48) very

sensibly recognizes the equal status of prose and poetry, pointing
cut that 'Both aim at achieving the same kind of end." He does
however admit that 'the mode of apprehension', 'the quality of

insight" of the two genres must be dissimilar, as they each use



language differently. The later section of this chapter, in the

analysis and comparison of three poems with their prose analogues

aims to show the nature of this difference in the “guality of

insicht® (49). However, it is necessary first of all to consider

what "the end’. of war writing is. One of the great claims of the

prose writings emanating from the war is that they produce a highly
'realistic? and therefore ‘truthful’ and ‘accurate® account of

what actually happened (49a). This is, in essence, also the claim of
Owen'’s poetic manifesto (49b., 50). The important gquestion is mot, however,

as we have seen, whether poetry is more or less ‘real®’ than prose. The

fact is that both genre$§, from the ethereal idealism of Brocke’s

poetry to the most documentary realism of a war diary, are presented
with the same aesthetic and moral problem of how to take crude primary
experience and invest it with meaning - what Ross calls "the imaginative
elucidation of the meaning of experience"(51). Even the most "realistic"®

documentation of war experience, is in essence , a literary and therefore

imaginative' response. Recent critical analysis of the narrative
form has shown, quite convincingly, that even the most objective
historical reporting is none other than é product of the creative
process. Hayden white, in his‘study of medieval annals (52)5 which
consist of a bare list of dates andyas such,represent the simplest
example of the historical documentary, establishes that thé;most
objective piece of prose writing ‘ shares with all other forms of
fictional prose the same ''story-telling” structure. The historian,
even in an entirely objective analysis of events, attributes a
certain value to narrativity (that ié - the logical account and

full interpretation of events) which White sees as stemming from a

"desire to have real events display the coherence, integrity, fullness



and closure of an image of life that is and can cnly be imaginaxry®
(po 27)-
This céiniom as to the ultimate inability of any writing to achieve
an exact reprcduction of reality is commonplace, but Hayden's
approach is interesting, particularly if compared with theneaxli?z
critical views concerning the ‘authenticity?’ of wax literaﬁure;
John Norton Cru insisted, for example, that the value of any
piece of war literature could be gauged solely by its closeness
to the physical truth of the eye- witness =" The fighter sees
what is " (53). His rejection of any element of imagination
or story-telling for ''the fundamehtal accuracy of dates" is. ultimately
a denial of Art. It isg also an extreme formulation of J.H. Johnston ;s
insistence on the objectivity of the epic narrative. Cru's
unintentionally ironic aphorism 'La vraie littérature se moque
de la littérature" does not need modern research to show up the
basic impossibility of his approach. Nevertheless, the requirement
of authenticity will always be a proper demand made upon any liter-
ature which deals with war (see Chp.2, p. 83, for further discussion
of this point).

Apollinaire was much less fierce in his approach to the problem

of reality than, for instance, Sassoon (see below) or Owen, or

indeed,some of the Expressionist war poets, such as August Stramm

(see below) (54). As he s

tates in his essay L'Esprit Nouveau,

reality is for the poet eternally elusive and he should not attempt
direct reprcduction (of, for example '""le vrombissement d'un avion®
(the throbbing of the plane) because 'la réalit€ sera toujours
supé}ieure" (the reality will always be beyond reach) (p.389 5,

The implication here is, that reproduction of reality as such is not only



by defimiticn béy@nﬂ art, but perhaps not even a COnCeErm of art im the
first place, In his poetry, and most significantly in his wax poetry
too, Apéllinaizevs focus is not on the plain fact; for him the truth

of axt is "une verite smpposée“(am assumed truth), "“une vérité
litteraire® (a literary truth), “une fable” (a story). His view of
art as the ultimate source of its own truth (despite its roots iﬁ life)

is the major element which distinguishes him from the British waZr poets.

His use of observation of the external enviromment of war "Je les note
ces impressions (...) toutes fraiches, prises sur le vif" (I make

nofe of these impressions, still fresh, as they occur) (Lettre_E.Lou P-
24.4. 1915) is entirely at the service of poetry and not for the

purposes of accurately reporting the horrors. Owen's imagery, on
the other hand, as Lane observes "is almost centripetally drawn to
the fact of war” (55). Apollinaire's imagic range may be far wider
than Owen's but he did not have the same sense of moral outrage
sharpen the focus of his style. Indeed, he seemed to find the
landscape of war at times an inhibiting factor to his poetic
inspiration as one could deduce from a rather queruleus remaxrk
made in a letter to Lou :=-

"Racontez donc a votre ami ces choses amusantes afin qu?il

——r

recrée son esprit ol n'alternent plus que des images pyrotechniques
ou sylvestres.' (56)

{(So tell your friend of these amusing things so that he can
refresh his mind where now alternate only sylvan or pyrotechnic
images. )

Although Apollinaire may be rightly charged with lack of gravity
(57) and exaggerated aestheticism (58) the opposite tendency fo

abandon poetry for the documentary account (which fortunately none

of the British poets did consistently) is an equally unsatisfactory



procedure which militates against gocd art - TCO great an
emphasis on realism dulls the impact, as Lane reminds us - "A poen
cannot ;ll the time appeal to the senses, as this will ultimately
deaden the sensitivity” (59). Art on the other hand, as he sc rightly
points out has a very important function in contributing to man’s
awareness, in that it can stimulate the sympathetic imagination”
where brute experience is meaningless—— 'When experience exceeds the
powers -of primary comprehension, it can only be communicated by art.”
This rather large claim for the powers of art is corroborated by
Owen's experience in the trenches whengjin a letter to Sassoon, he
recounts how his imagination of dead bodies seemed to him worse
than the actual sight of themdé-

"y ﬁave not seen any dead. I have done worse. In the dank
air I have perceived it and in-the darkness felt." |

The second-hand apprehension of terror is paradoxically more
acute than the actual primary experience, which deadens already
fatigued senses. Owen reports a similar heightened awareness
with the reading of Sassoon's poem Attack (And hope with furtive

eyes and grappling fists, flounders in mud. O, Jesus, make it

stop).

——

Apollinaire puts a similar emphasis on the ability of the word
to give reality to the bare event!-

"Pour 1'exprimer en dehors des ac

i'y a que les meis et
le verbe situe, donne une réalit@ 3 1l'acte, c'est pourquoi le verbe
est si important.”™ (60).

(In order to express independently of action, there are only

words and the word locates, gives a reality to the act. That's

why the word is so important.)



It would secm to be here, in its ability to give f‘a reality
to the act?®, and by the very virtuec of all those attributes which
J.H. Johnston found so detrimental, that the great warx poetry,

may, just coccasicnally, excel. the great war prose. Such

exalted moments are rare, but they are nevertheless significant

of that '"quality of insight" (to alter Daiches® meaning) which is

that of poetry alone.

The preoccupation of both genres with the truth of war, lead

in both to a kind of neurxrosis of notation; to a desire to recoxd
reality as nearly as possible in the hope of Iecapturing its
essential meaning (61). Hayden White (62) concludes from a study
of the chronicles that * the meaning of the events is in their

regisStration." Ernest Hemingway in A Farewell to Arms (63) makes

the same point:-

“Certain numbers were the same way and certain dates and these
with the names of the places were all you could say and have them
mean anything.?

This is presumably the force of the place-names and obscure soldier’s
Jargon peppered randomly across the page in scme of Apollingire‘s

poems such as Venu de Dieuze and S.P.. It is,to a large extent

true, as Lane (p. 8) reminds us; that 'poetic perception of fact
is also of value," Unfortunately the mexre recording of events,
accessible to anyone with the same experience, often made Ebr a
tedious literature of fatiguing uniformity and not for greater
insight into the experience of war. The repetitious observation

of detail for its own sake was a particular weakness in those novels

which based themselves on the diary'format (64). An example,is to

be found in Sasscon’s Memoirs of an Infantry Officer (65)3-

"An aercplane droning overhead. A thistle sprouting thro® the

chalk on the parapet; a cockchafer sailing thro! the air. Down



the hill, the Bray-Fricaut Rcad, white and hard.”
Yet another example, a description of the inside of a trench, comes

not from a novel, but from a poem by Apollinaire, Le Palais d4 Tonnerre

(65)

"Le plafond est fait de traverses de chemin de fer entre leSqueligs
il v a des morceaux de craie et des touffes d'aiguilles de sapin.

Et de temps en temps des débris de craie tombent comme des morceaux
de vieillesse,"

(The ceiling is made of railway-track cross—sections between which
there are bits and tufts of fir needles. "And from time to time
pieces of chalk fall from it like old scaly skin.)

Such emphasis on detal 1&d descriptions is more the domaine of prose.
So strong was the desire to give a truthful account that the pcet
would often borrow procedures from the historian (the precise dating
to the hour of a pcem is common ) or from the novelist in—the use

of collequial language (67);0f long description and the rhythms of

prose (68 and 69) . The same instinct towards truth would make
the novelist borrow in the opposite direction in the use of rhetoric

or heightened pictorial language (69a). The traditional function

of the genres tended therefore to be less distinct (70) . Sasscon tried

to assume the objectiv ity normally associated with prose in an

attempt to render human experience in images drawn from the sensory

rd
fact, rather than using traditional poetic analogues. In his

autobiography, Siegfried’s Journey, he mentions "a few genuine

trench poems" dictated, as he tells us, by his resolve "to record my
surroundings and (they were) usually based on the notes I was making

whenever I could do so with detachment. These poems aimed at



impersonal description of front-line conditions and could at least
claim to be the first things of their kind. "

The recording of impressions, could, in inexpert hands, be a
rather bare technique and did not allow the author much scope to
transcend the physical facts of war as perceived by the individug}ﬁ
This was a weakness of which Sassoon was fully aware, as he warns the

reader in his Memoirs of an Infantry Officer (71).

"] also remember how I went one afterncon to have a hot bath in the
Jute Mill. (oos) Remembering that I had a bath may not be of much
interest to anyone, but it was a good bath and it is my own story
that I am trying to tell and as such should be received; those

who expect a universalizdtion of the Great war must look for it
elsewhere, "

The recording of impressions did not always make for a tedious or
limited poem, as is the case, for example, in Apollinaire's L'Abri-
Caverne, Some of the Expressionist poets who wrote for Die Aktion
were capable of infusing highly metaphorical significance into
seemingly disparate cbservations, In the following poem, Abschied im
Frithling (Farewell in spring) (72), there is an apparent discrepancy
between the terse and matter-of-fact recording of impressions and’
the almost hallucinatory quality‘of the actual language (73), where
metaphor spills over into the grotesque.- |

" Sonne raucht rot. Hellviolett dunstet Kontur *~
fernen waldes. Pfiitzen in Sturzackern gliithn
golden.

Immer aus lerchengeschwachter Flur
18sen sich Dolden
blaugriiner Kugeln, gleiten

. Ll
Vor melinen Augen weg. (etc)



{(Sun reeks red. Bright purple smokes the distant

ocutline of the wood. _

Puddles in the ploughed up fields glow golden.
From the meadow enfeebled by laxrk song

Float off

Umbels of blue-green shot

which drift away before my eyeso) (etc)

* To smoke or emit noxious vapour < O.E. reocan// G. rauchen)

The German poem certainly conveys something beyond the bare
impressions and has '"more of the significance” of which Lane speaks,
than, for instance the gassoon extract. The difference lies in
the "'quality of insight' which separates the objective report from
subjective illusion. But the distinction is not such an easy one
as would first seem. AS will be seen.later, the difference is less of
a qualitative one, because, to some extent,both prose piece and
Expressionist lyric can be seen as examples of metaphorical writiﬁg
(74). First of all, at the risk of an obvious confrontation which
both J.H. Johnston and A.E. Lane see fit to avoid, there will follgw an out-=
line of some of the différences between tﬁese two particular.examples of
poetry and prose.

Superficially, Sassoon's diary extract is a piece of realistic

and basically unexciting description. There is no surprisé;in the
observation that an aeroplane 'drones" or that a thistle "sprouts',
no new synthesis which offers us insight into the everyday experience.
On the other band, the German poem presents us with relations which
have no dire¢t correlatives in the real world. The sun does not

normally "reek', Here the metaphorical usage of the verb has

detached the action from its normal subject and applied it to a new



cne, thereby exploring the new structure of relations (75).

Through the negative associations of the verb "reek!' (Fire, Hell,
Death, S;ffexing) and "red" (Blood, Death, Madness), the universal
principle of the sun as a life—~giver is suppressed. The later image
of the smcke from the gun-fire rising above the meadqw like flowerf
heads (umbels), is a further example of a "reversed’ nature imagé9
where the grotesqueness of the comparison denies the inherent’
meaning of the natural order. In such absurd and grotesque imagery
which was a common feature of the Expressicnistic war lyric (76),

the two opposing themes of nature idyll and war are brought into
uneasy contiguity, such that the natural boundary between the two
worlds is destroyed within the immer processes of the metaphor.

Both terms therefore become ambivalent and impure. Uwe Wandrey (77)
sees in the utter negation of the grotesque metaphor an implicit
protest against the loss of meaning which was often the result

of the experience of war. Certainly, this is the force of this
particular poem with its apprehension of the debasement of nature
and the reversal of the natural order of things. Yet the same fear
of the imminent destruction of nature, the same comprehension of
absurdity and futility, is implicit in Sasscon’s prose piece.
The necessity he felt to record the minute details of his iQ;ediate
enviromment, or such hamely incidents as the taking of a bath,'
derives from the fact that such details are theuwselves
innately charged with a significanc? beyond thgir surface
meaning. They refer to something far deeper in the psyché of the
soldier poet (as he reminds us "it is my own story I am trying to
tellm), There is clearly, some significance beyond, for example,
the relating of the bathing incident as such and our knowing ﬁlat

he tcok a bath. The fact was, that it was a gocd bath. The principle

'bath? with its associations of simple innocent pleasure and the



delight in a young and healthy body 1is offered as an alternmative to
the principle of war. It becomes a symbolic and emotional act of
protest, This is the strength of the metaphor. It transcends
normal language not only by the development and exploration of new
analogies but also by the important synthesis of intellectual ang,
emotional response (78), as Charles Hartmann so rightly points out
in his essay (79) ¢
“"The way (metaphor) does seem to excel the ordinary capabilities of
language lies in a service that partakes at least as much of emotion
as of cognition, and above all unites the two. (...) Metaphor
not only lets us know, it helps us to know what we know : to understand, v
Apollinaire uses a téchnique ostensibly similar to the Expressionist
poet, which, as we have seen, relies heavily, superficially at least
(but see later p. 30 ) on the recording of mainly visual impressions
(see, for instance 11 y a). Apollinaire, however, rejected literary
Impressionism, referring to it in a letter to Madeleine (80) as
vinforme, si. lointain, passé surtout, surtout en art®
(formless, so distant, above all out-moded, partiéularly
in art)
and replacing it with his own poetic aesthetic Qf"simultanéisme" '(81)o
wWriting in Der Sturm in 1912; he contrasts the techniques of

simultaneism with the enumerative and notational processes of

nably) Impressionism (82):%~ =

"la simultanéité ... seule,est création : Le reste
n'est que notation, contemplation, etude, La Simultandite, c'est

la vie méme, "
(Simultaneity alone is creation, The rest is simply

notation, contemplation, study. Simultaneity, is life itself.)

Apart from his large philosophical claims for the new aesthetic



which aligned him with the futurists (83); the new style seemed to
restate the basic "creative” principles of highly metphoric language,
that isi"speed” (vitesse) ~~swiftness of association (as well as of
communication) , "concentration” (raccourci) and a "marvellously
lyric flavour" (une saveur merveilleusement lyrique),by which hg:'
presumably meant the intimacy and intensity he believed to be lacking in
Impressionism, Above all, he prized the new "simplified” syntax

of "le style telégraphique for all the qualities (long-windedness,
the restraints of logical discourse) which it did not share with
prose (a medium he did not excel in). wWithin the new poetry he

felt he had greater freedom and greater access to the entirety of
experience. The feeling of being everywhere at the same time)

which is a dominant theme in his war poetry (84),is symptomatic both
of the confidence -he had in his new technique and in himself as
singer and prophet of the war (85).

In the poem Il y a he passes from image to image without the
constraints of grammatical or pcetic form, compiling lists in what, despite
his earlier condemnations, sems to be a veritable frenzy of enumeration (86)
The requirements of immediacy and closeness to life (87) of his
poetic theory, lead him, - interestingly, in many poems to a close ‘
affinity with prose whose struciural foundations he had rejected
in the concept of ‘le style télégraphique’. The very borderline
nature of these pcems can reveal, however, much that is interesting in
the poetic process. Je Claude Chevalier (88) in his discussion
of the prose poem, makes just this point:-

"pPlus proche du discours.quotidien se situe un texte
de ce genre, plus l'acte poetique dégagé ' son %videnceo”
(the closer to everyday speech a text of this type is,

the more evident becomes the poetic act.)



In the following section, a cocmparison of three poems with their
prose analogies (see Appendix ) is intended to illuminate further
the nat;re of the poetic mode of perception. The discussion of
the Sasscon excerpts aims to show how the metaphorical process of
selection and contraction serves to sharpen the moral focus of h%s
satire, while the analysis of the Apollinaire letter and pocem
shows the necessity of metaphor for the heightening of significance.
Finally, the short section on the work of August Stramm points to
the immense linguistic and philosophical problems which faced both
the prose and the poetry of the war, and which lead in his case
to the total deformation of language itself.

The comparison of Sassoon's poem Lamentations with a letter of

his describing the same incident provides a fairly straightforward
illustration of language, which while bearing every appearance of
superficial similarity with prose, nevertheless functions according

to strict poetic rules of selection and contraction, allusion and
association. On first reading, the language of the poem seems

very close to conventional usage with its appropriation of bald
statement, its (for Sassoon) characteristic lack of metaphor and
adoption of the rhythms of speech, Yet the féw poetic strgcturés
which do intrude, indicate the operation of deeper symbolic processes.
For instance, the very simple personification of darkness as "blind
darkness'. although not particulariy remarkable in itself, “dmmediately
shifts the language to a different register. Darkness is no longer
the physical attribute of the real world, through which the Sassoon
of the letter stumbles, but represents on a symbolic level, the
realization of man's essential isolatiocn in a suddenly hostile environ-

ment. (Compare Stramm®s intense metaphorical development of this

theme in the poem Deér Ritt). By a simple change of metrical emphasis



which slcows the rhythm of the first half of line 2, the monosyllable
'blind® momentarily assumes a heavier stress and jwith it, the expectation
of significance normally asscciated with such essentially 'rhetorical?
usage (89). By thus motivating the poetical as well as the physical
associations of the word 'blind?, Sasscon is able to prepare at a
higher level of meaning a major theme of the poem, which 1is the‘x
helplessness and the humiliation of the individual in war. This
suniversalization' of the anecdotal detail of the letter ‘igroping
about in the dark and tripping over tent ropes' is a straightforward
but crucial aesthetic device. The apparently ‘realistic" presentation
of the incident in the guard room is transformed by the principles

of selection and contraction which apply in any metaphorical process.
After manipulating the reader's emotional response towards the

theme of suffering through the use of unobtrusive, but deliberate
poetical structures, Sassoon, in the second part of the poem
beginning :"it was no good trying" is able to exploit the gualitative
contrast of heavily colloguial prose for the purposes of the satirical
message. The now pejorative description of the man's grief-"howled
and beat his chest" serves to deflate the earlier universalization
"from the blind darkness I had heard his crying" and to sharpen the
focus on the real meaning of_bereavement for the individuai: The
apparently value-laden emphasis of 'moaned, shouted, sobbed and
choked" which bring out the full implicaticons cf the man®s joss of
dignity, does not prepare the reader for the shock of the final line,
which provides the realization that what was seeming sympathy, iss in
fact; the coldly clinical reflection of the officer's distaste. The
satirical impact of the last line not only serves as a bitter
condemnation of military values, but also as a piquant reinforcement
of Sassoon’s own pacifist message. The careful management of altern-—

ating ‘*narrative’ and ‘poetic’' structures is essential to the



antithetical structure of satire, for it is through the deeper
qualitative contrast between poeiry and prose that Sassocon is able
to explore the ideological conflici between the values of peace and
those of war,

In the same way that the narrative and poetic modes alﬁeznatey#n
Sasscon’s poem, there is a recurrent transition from observation

to metaphor in Apollinaire’s poem Le Palais du Tonnerre, which

process Margaret Davies notices in relation to another poem

as "l'aller et venir entre l'abstrait et le concret" (the to and fro

between the abstract and thé COHCIete)w(90)6~-In‘LeiPalais éu Tonnerre

Apollipaire is trying to establish a connection between the material
enviromment of war and the intellectual and emotional processes which
cumulate in Art. As HsKlein reminds us (po47?"whexé is the connectioni") this
is ultimately an impossible task. Thus, the use of the barbed-=wire as a
symbol for memory, or the dug-out as an image of the spirit of modern

art is unsatisfactory, insofar as it fails to create any solid correspornd-
ences or any convincing resonances of asscciation and identification. One
may accept the transformation of the dug-out into a palace, but once one

has acquiesced in the fantasy, there is nothing of substance in the

»

symbol which will carry us to a deeper uhderstanding of the"proceéses
of art in a new age. Apollinaire”S’rapid assumption of the magician‘s
metaphorical garb may reveal, on one level, more about the ps&chology
of the soldier's escape fantasies, than the creative imégiﬁétion of

the poet. Yet his obsessive return to the metaphor within a
basically descriptive poem is indicative, that,for this poet at least,
the resources of realism are insufficient {(90a), He moves instinctiwely

both in the poem and the letter, to the more flexible and expressive



area of metaphor, whether it be easy cliché where he describes to Lou
the insect bullets or grandiose ajlusion to a mythicized silence ..
{1le graﬁd silence)

One feels, however, that Apollinaire in his search for new syrtheses
and new combinatiocns has failed in the ultimate search for significance.
The incongruity, the half-worked quality of many of'the metaphoéé
would seem indicative of technical sloppiness. An example of the
unfortunate clumsiness of certain of his metaphors is to be found
in the image of the spade "a la face effrayante'" (with an awful face)
which is likened to the dreadful eyes of a dead soldie{o The
comparison has a certain spurious significance but Apoliinaire
somehow fails to exploi} the power of the grotesque equation by
adding a rather awkward explanation about the screws in the spade -
ndeux yeux réglementaires qui servent a lr'attacher sous les caissons"
(two regulation eyes which are used to attach it underneath the
carts) which has the effect of immediately suppressing the metaphor.
The intrusion of a prose mechanism here destroys the balance of the
poem, in a way that Sasscon, for instance, Jjust barely avoids in

Lamentations. This steady alternation of description and metaphor,

is;as we have seen, a dominant characteristic of the poem and is,
unlike.the more purposive étruoturing in the Sassoon poemguén
indication of thematic instability, where experience and fantasy
co—exist in uneasy equilibrium. A critical moment in the_development
of the poem's direction is reached at the pivotal simile ""Comme on
fait a la mémoire%, which, in its topographical isolation, takes the
full weight of the transition from reality to fantasy. Préviously,

continual reminders such as "qui paraft® (which appear) "gqui tint

lieu" (which stand in place of) "semblable' (like) keep the reader



fully aware that the basis of comparison is the real world. However,
there is a sudden metaphoric emphasis in the repetition - " Des musettes
bleues des casques bleus des cravates bleues des vareuses bleus™

(Blue knapsacks blue helmets blue ties blue jackets.) which overloads
the balance and the whole poem flips over into fantasy. Apollinaire

s

has copjured himself into a world where he,not the war,is master.

d
This essential banishment of the presence of war in the poetic transform—
ation of reality, is, as he explained in a letter io Lou (91) the
object of the poetic impulse:-

"Tu sais que ma méthode, Lou, est dobserver ce qui tombe sous
mes sens pour en déduire ce qui est au dehors de mes sensations
immédiates, " (You know that my method, Lou, is to observe what is
presented to my senses in order to deduce what is outside my immediate
sensations), In this particular poem the process of deduction goes
far enough to offend our sense of historical appropriateness; as
for instance in the rather silly line "six lits cauverts de riches .
manteaux bleus' (six beds covered with rich blue coats) which would
be more appropriate to a fairy-tale romance. Such far-reaching
inappropriateness of the imagery is yet another indication of the
general inadequacy of a purely aesthetic response in face of the

historical reality of war.

P OOTCOB60OCO000000C00 O

A



In poems such as Le Palais du Tonmerre and Merveille de la Guerre

Apollinaire was aiming at creating mew syntheses which would shock and
surprise and which would r adically alter our perspectives on the world,

as he writes in L'Esprit Nouveau (92) . Many of his aesthetic

writings in Les Peintres Cubistes , and the programme LﬁAnti—Itadition

Futuriste all show the influence of Marimetti (92a).

However, Apollinaire’s absorption of the ethos of Euturism wés tempered
by his own natural inclination to the values and ideals of classicism.
The German poet August Stramm (born six years before Apollinaire
in Minster and who fell in battle in September 1915 on the Eastern Front)
was also greatly influenced by Marinetti'’s lectures given in November
1913, Yet Marinetti's ‘teachings about the communicative possibilities
of the newdgtyle télébraphique” (Telegramstil) did not lead Stramm to
the play-world of uninhibited associations as Apoilinaire"s natural -
enthusiasms did (93)ybut to darker recesses of the human psyche
where the correspondence between consciousness and word, word amd
reality, seemed threatened with dissolution (94). Stramm had
instinctively assimilated Marinetti's ideas about the new telegram-—
matic style, because it seemed a medium which had similarities with
his own experiments with language and'uhi;h addressed the same
problem of communication of reality. Using the concept of the
parole in liberfﬁ", of wordsfree from contextual taint, Mariﬁetti
argued the possibility of penetirating “#into the very substdnce of
the material world" and of disrupting . "'the blunt hostility which
separates us from it" (95). This assault on reality is the aim
of the exclamatory style which is a feature both of the prose piece
Der Letzte (The Sole Survivor) and the poem Angriff (The Attack)

The. intensity of the single word chains such as "Mord Miidigkeit

Rasen Wut” in the prose piece and the exclusively monosyllabic limes of



the pcem is achieved by such technical procedures as syntactic
dislocation, repetition and concentration (96). The aim of this
abbrevi'ated9 intensified modification of prose, is to sharpen the
focus of the language, to ‘burn? and to ‘explode’ a way throwgh the
crust of the material world, in order to reach the geality beyo§§o
This dislocation, this explosive disscciation of language into its
most basic elements which was the main objective of Stramm?s’
"Wortkunst” poetics (97), curiously heralded the parallel destruction
brought about by the war. The fragmentation of external realities
found its linguistic reflection in the splintered syntax. Indeed,
Stramm’s lyric seemed to have waited for and needed the war *

"Die Zer trimmerung der Sprache : ihr Zerfall in Brocken, die jeweils
ihre geballte Energie aus sich entladen - Spannungsgeschosse, die
explodieren und die Verszeile aufreissen, konkretisierte sich in
der Umwelt des Krieges." (98)

(The shattering of language : its disintegration into fragments
each of which discharges its own pent-up energy - like live missiles
which explode and tear up the fabric of the verse;, found its concrete
realization in the enviromment of war.)

Stramm's profound demands on language hé?'already gone fa;
beyond even Marinetti'’s wildest expectations of its capabilities
(99). His desperate attempts to come to terms with reality étretched
not only the limits of aesthetic theory, but also the bounds of

reason. His linguistic problems were greatly exacerbated by his

experience of trench life, which seemed to confirm his doubts
about the ultimate inexpressibility of words. Nothing could describe

the horror of war, as he writes in a letter to Walden from the

trenches 6th, Cctober, 1914 -
"Was soll ich sagen 7 Es ist unendlich viel Tod in mir Tod und

7/



Tod. In mir weint's und aussen bin ich hart un@ rCho {ooo)
Wo sind worte fur das Erleben 2"

(Wha{ shall I say ? There is endless Death in me, Death and more
Death. I am crying inside but on the cutside I am hard and tough
(ooo) Where are the words for the experience ?) ’,

In the same letter he also begins to question the existence of
the boundary separating the mind's experience of the world and the
world itself, The environment of battle seemed to him to be
dnspirited with its own evil meaning : the world had become both an
actively malicious agent of horror and a symbol of impending doom.

If reality thus stood for itself, Stramm no longer saw the need
for poetry at all. ¢

"Ich dichte nicht mehr, alles ist Gedicht umher. Elendes
feiges heimtiickisches Grausen und die Luft kichert hbhnisch dazu
und gurgelt donnernd von den Bergen {o00) Es ist alles nicht wahr
und alles Lﬁge"

(I'm not writing poetry anymore, poetry 1s all around me.

Miseiable fearful malicious horror, the very air sniggers scornfully
and gurgles down thunderously from the mountains (co.) None of it
is true, it is all lies.) B

The emotionality, even incoherence, of his lettem from the front is
reflected in his literary writings and shows that Stramm was ﬁot
bound to a programmatic illustiration of aesthetic theories.” However,
the intensity, the sheer dynamism of his work is typically Expressionist.
The exclamations, the staccato rhythms, the disrﬁpted syntax are, as
we have seen, conventional elements of a programmatic style which had
the aim of achieving the urmediated direct communication of both

objective and subjective reality. This reality had to be free

from any traditional associations which might prevent its clear



cormunication (100). Again Stramn comes c.ose TO Marinettits view
of peetic language as necessarily distancing itself frem the grarmatical
and semantic conventions of ordinary usagz. Poetry written in a
language which bore any resemblance to the old order of prose, because
autoratically subordimate to that order, thereby forfeited the orig-
inality and independence of poetic vision, The new poetic process, .
therefore lay in the alienation of language from itself, im order mot
to hinder the immediacy and intensity of the communication PIO;@SSO Thus
the language of the prose piece (SeéAAﬁégﬁdix) is stfipped bare of its
supporting grammatical elements; so that the whole is constituted of
discrete parcels of raw linguistic energy, which vibrate and collide in
the dynamics of the mew relationships.

valles zusammen,den Graben. Schﬁt;engmabeno Schutz. Grabe (coo)
schiesstd schiesst! Der Walds ja, in dem Waldg Schadel., Wolken
lustig! (...) seht! ich schiesse, schiesse. Verstarkung. hortd
Trommeln, Hormer. Tata trrd eilt da hinten. eilt? ”

(all together,the dug-out,trenches,shelter, grave (...)
Fire! Fire! The wood! Yes, into the wood! Skulls., Clouds., fantasticg
Lock lads, I'm shooting, shcooting. Reinfoxcements. Listen! Drumsd
Bugles . Tara trr . Hurry up back there . Hurry . )

Inthe use of this highly impressicnist style, Stramm was. aiming
at a maturalist repreduction of atpaxticulax experience. However,
such writing more often achieves the opposite effect of either
exaggerated rhetoric or total banality. The fragmented stylevof
Robert Nichol’s poem The Assault (101) with its attempt at absoluté
realism, is equally unimpressive -

“Lights, Blurr. / Gome, /. On, om Ledd. Ledd. Hail. /

Spatter. Whirr Whirr (...) Bullets a stream. Devouring thought
CXyang in & dredd, (ege)®
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Both peets felt that only a special kind of truncated diction
could serve to coarunicate the intemsity of the origimal esperience.
Stramr, particularly, considered that the cencentrated power of the
single word drew from the clear origimal sources of language, that‘
is,from the very fountaim and spring of expressivity itself.

Wilhelm Duwe remarks on the fact that in Stramm’s poetry, the
repreduction of language is confined to the “original. sounds® nglguﬁe)
which alone could activate the deep seated areas of human experience,
(die menschlichen Urerlebmisse). "He also points out the cr@cial
communicative importance of the isolated substantive and the verb in

Stramm®s pcetry. "So bestehen die Verse fast ausnahmslos aus Haupt-

und Tatigkeitswértern.” (His poems camprise almost without exception

of nouns and verbs.) (102).
¢

The poem Angriff (Attack) chosen as a thematic analogue of the
prose piece just discussed, aptly illustrates Stramm’s particular
reliance on the use of single words in isclation., Like most of his

poems, Angriff consists of a vertical chain of verb clusters such as

Winken
Flattern

Knattern
initiated or terminated by ;ingle nouns

Greifen Fassen

Balgen Zwingen

Kuss
The pcem is a much shortened version of the prose piece, Here the
effect of experience on the poetic language is one of greater syntactic
dislocation and compression. The poem nevertheless complgtes the
same thematic cycle of struggle ending in death or nothingness, a
favourite leitmotiv of Stramm’s both in his war pcoems and surprisingly,
his love lyrics (1023); whereas, howeverg the prose piece is set
against a physically and psychologically familiar background, with the
‘quick moving stream—of=consciousness style presenting us with a

subjective but clearly comprehensible experience of trench fighting,

the poem has no precise location, no central individual consciousness.



The only statement of relationship is to the °Du® (102b) of *Dein

_Lachen weht" (Your laughter laments (weh) who presumably represents

the enemy,

The emotional effect of the xﬁetaphoxic Juxtaposition of the two
dissimilar areas of experience of joy and grief is evocafive fa:r beyond
the parallel section in the prose piece which alludes to the hy;‘gexical
laughter of the soldier (Lachen! ich lache! drei Tage s‘t&xzéﬁo

brifllend drei Tage Jahre Ewickeiten! (Laughter! I'm laughing!

for three days plunging forward! yelling! three days years eternities . )

The line "Dein Lachen weht" is reminiscent of the powerful

mood of regret in Owen's poem Strange Meeting, achieved through the

same association of jovy and paing-

"By his smile (cocoo)

By his dead smile, I knew .we stood in Hell

With a thousand pains that vision's face was grained,"
The second part of Angriff moves from recognition of the enemy to the
actual combat

Greifen Fassen
Balgen Zwingen

{Grabbing Holding
Wrestling Overcoming)

The description is economic in the extreme, yet ambiguous in reference,

for the actions of the verbs could be equally applicable to the embrace

-
rd

(Encompassing
Sinking)

as to the grapple of enemies. The word '"Kuss' (kiss) which is inter-

polated between the two descriptions of movement, has al 1 the connotate

ions of the 'kiss of death®, overlaid with sentimental memories of love,

as in the prose passage where the soft comfort of a mother’s arms are
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recalled at the imstant of death, The final Mchts (Nothing) of the
poem corresponds to the expressive silence after the final heartcry
“Mother  which terminates the prose piece. 4 |
| Paradoxical ly, the poenm Angriff, sent to Walden frxom the a;tual
frent lime, is a much more distant and objective expression of the exper-
ience of war, than is the prose pcem Dexr Letzte which w&s.written before
the war. Conversely, another pcem Der Ritt, which has its roots in'quite
banal everyday experience (one of Stramm®s Sunday outings on hqrsebackg
at the end of which his children would usually be waiting to meet him),
is a terxrifyingly intense expression of man’s existential struggle in
a hostile world, The visceral horror which Stramm elici%§ from hisvevoc=
ation of a "blood-red vapour, viscous and cloying®” (blutroter Dunst betastet
zach die Sehnen) as it "fingers" the man's “sinews', Wcreéping” and |
wsliming” (notice the mor;‘dynamic use of the gerund Wschieimend”) into
his joints, with its associations of repulsion, fear and helplessness,
takes on a metaphysical dimension lacking in the more prosaic physiological
detail of Der Letzte - (Dreck! Rlut blutiger Dreck. Blut modert zu
schnell, (...) der Kerl Wlutet! ein kleines Loch kann so blutend (Filth!
Blocd! bleoedy filthg Elood moulders too quickly, the poor scd’s blee&ingg
a small hole like that bleeding so mch), Der Ritt could well have ag
i@s motivation the experience of war, so vividly is the Blunden=likg
corruption of nature portrayed, wl'michD transformed into scme evil force,
destxoys not only innccent life (the child"s écreamD the man, the horse)
but also itself - — Die Exde tobt, zerstampft in Fluche sich" (The earth
mges, tramples on itself, cursing to destruction). To judge.ércm the
original ‘innccent? impulses of the poem, these powerful images are
intended more as xepreséntations of ideas (103) than of actual visual
or sensory experiemnce, as in the tradéﬁional image, despite Stramm's
insistence on the role of feeling rather than intellect. (séé Cﬁapfér
4, footnote 125). This ié presumably also true of his war pcetry
to 'a great extent. It is difficult to see from the poetic form

‘how far Stramm was influenced by the physical and emotional experience
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of trench realities as his poetic usage was seenmingly ligzle altered

by the experience of war (see p. 30) {like that of Apollinaire but
unlike that, for instance, of Owen). Stramm’s images axe, however,
undeniably successful in trénslating a particular state of mind through

concrete physical impressions such as, for example, the "creeping' and

"siliming” in Der Ritt and the "grasping” and "wrestlimg” in Angriff,
Yet sometimes the technique is carried to embarrassing lengths and
many of his poems seem to degenerate into desperate incoherence, as in

fhe final lines of Der Ritt

"mich und mein Tier
mein Tier und mich
Tier michg§ »

(Me and my animal
My animal and me

Animal me! u)

Such examples constitute for the German critic, Wilhelm Duwe (104)
the final limits of Expressionism:-
"So erreichte der Expressionismus seine dusserste Grenze, uber
die jeder weitere Schritt hinaus in einen luftleeren Raum, das heisst,
ins Absurde fiihren musste. Stramms beste Gedichte liegen auf diesem
echmalen Grat, der das Geniale vom Banalen trennt." (105), '
(Thus Expressionism xeachesfits most extreme limit, a step beyond
which would inevitably lead into an airless space, that is Absurdity.
Stramm’s bes@ poems tread this fine line which separates genzus from
banality).
Stramm®’s final axtistic failure to come to grips with the reality of warx
reflects, not a lack of technmical ability or emotional sensitivity, but,
perhaps, ironically, a surfeit of botﬂo As such, his failure reflects
the ultimate problems facing the lyrical expression of the theme of
war, as discussed earlier in this chapter. The next will consider

the work of the ‘patriotic? poets, who, at the opposite extreme to



poets Like Strarm and, later, Cwen, were mneither technically nor
intellectually equipped to notice that such problems existed, vet
who were as preoccupied in their own way with significance imn

their search for the ‘Great Truths' about Mankind at War,

CDOBOOOOONDOOOODOODOOOOO

(1) Das Grosse Jahr 1914 - 15 {S. Fischer Verlag, Berlin, Nov. 1915

Einleitung p. 13)
“Die Kunst (...) musste sich obenein von heimlichen und offentlichen
Feinden sagen lassen, dass die grosse Stunde nicht ihre Stunde sei."
(Henceforth Art had to allow both hidden and public enemies to
say of it that fhe Great Hour was not its own.)

(2) Patrick Bridgewater, German Poetry of the First World War, in

Européan Studies (vol. 1, No. 2, 1971, p. 168-9)

A (3) By 'lyrical" the author presumably means the more general
category of "war poem'". -For the controversy concerning.the vlyrieh
versus the "epic' mcde as a suitable medium for the topic of war

see Chp, 2.

{3a) One young French officer refused to w;ite anything about his
experience in the trenches becaﬁse he saw literary language as a
s;rface-embellishment incapable by definition of communicating the
reality of war-# quand on parle de la guerre on l'orne txop ".

(Sumoted in John C:ruickshankp Variations on Catastrophe, (Clarendon

Press,Oxford, 1982,p. 36, )



{4) Franz Werfel (1890-45) prcduced poetry which veered sharply
away from subjectivism and its spirit derived from the new, intenser
and more strenucus experience of the world: which was

proclaiéed by whitman and Verhaeren. The vague sublimity of his
theme being generally *'to sing the idea of all® (wWalt Whitman,

The Complete Poems, ed. Francis Murphy, Penguin 1975, p. 309)

revealed itself in such programmatic titles as Der Weltfreund (1911,

World’s Friemnd) and wir Sind (1913, We are). His poetry does not
concern itself with the experience of the 1914 -~ 18 war, but turns
more towards the solution of post-war social- problems.

(5) P. Michelsen, Zur Sprachform des Fruhexpressionismus bei

August Stramm, in Euphorion 1964,(Vol. 58, pp. 276 ff.) This

article is almost emtiredy devoted to an analysis of Stramm's

style and his philoscphy of language. See particularly pp. 292 - 8.
Stramm's preoccupation with the "reality at the other side of
language'" made "the unutterable" the major theme of his poetry.

"Das Unsagbare wird fur ihn zum Gegenstand des dichterischen Sagens."

("The subject of poetic expression becomes for him the Unutterabler)

(6) The vastness of the literature emanating from the Great War is

a well-known fact. Marc Fexro in his book La Grande Guerre 1914-18

(Gallimard, Paris, 1969) notes that there are a least 50,000 volumes
kept in the Eiblioﬂﬁ¥m2 de Documentation Internationale Contemporaine.

Paxtick Bridgewater in his article German Poetry of the First World War

-

7

(cpscit. p.1492) gives the following statistics for German poetry alonel-

An estimated 50,000 poems were written daily. By March 1915, war

poems totalled some three millions,which equals 16,800 pcems a day
for 6 months, In the course of 19150_450 antholegies of verse were
produced.

(7). See Chp2,p,66rf for the misplaced ideas of those poets who hoped
to see in the revival of the epic Genre. a means to a new beginning

fox poetry.



(8) Walt Whitman (Cp. Cite Po742).

(9) Thomas Mann, in Gedanken im Kriege (Politische Schriften und Redemn,

2ter- Band) (Fischer Bicherei, 1968, p.11-12), for instance, makes a
close analogy between the spirit of Art andl that of War.

nsind es micht vollig gleichmishafte Beziehungen, welche Kunst
und Krieg miteinander verbinden ? (coo) Jenesgsiegendke kriegerische
Prinzip von heute : Crganisation — es ist ja das erste Prinzip, das
Wesen der Kunst. Das Ineimanderwirken von Begeisterung und Ordnumng
(co-) Hingebung bis aufs Ausserste; moralischer Radikalismus (co..)"

(Are there not fully ccomparable relationships which link to@ethe:r
Art and War? Today's triumphant military concept : Organizationm,is
indéed the very first principle, the very essence of Art u;, The mutual
interaction of enthusiasm a{md order (...) Dedication to the extreme
limit; moral Radicalism (co.))

cf. also Ernst Jinger, Feuer und Blut (p.6l;)who speaks of the image

of war as rising from the smcke like a "blood-red orchid" and likens

it to "a work of art such as would be appreclated by real men"

(Und 1asst das Bild der grossen Schlacht aus dem Rausch auffschlessen
wie eine blutrote Orchide, mit goldenen Feuerstreifen geflammt. Das

ist ein Kunstwerk, wie es Minnern Freude macht').

(10) It is easy to see fram the temper of the criticism in Das Grf)sse
Jahr just how well and how far bellicose naticnalist ideoloéyu-could

'be incorporated into the thought systems of war-time Germany. (For
further discussion of this point see Chp. 3, p.139f)

{11} See Geschichte der deutschen Literatur, op.cit., p. 79.”

"die Rundschau" wandte sich an die nicht ausgesprochen reaktionar
orientierten Teile der blirgerlichen Bildungsschicht, &ffnete aber
breit und kritiklos ihre Spalten den modernen und kultivierteren
Varianten proimperialisticher Idealogiéo"

"The Rundschau addressed itself to that section of the cultivated
bourgeoisie which was not completely reactionary in tendency {oco0a)
yet was uncritical enough to open its columns wide to the modern more

intellectual variants of pro-imperialist ideology'.



(11a) The clear difference in moral emphasis of liberalist democratic
thought is to be seen in the following extract from President Wilson's
address to some naval cadets in Amnapolis on 5th. June 1914 (quoted

in Frark Field, Three French Writers and the Great Warp(OUP 1975,

Po 1)) '"The new things in the world are the things that are
divorced fram force. The things that show the moral ccmpulsions’of
the human conscience, these are the things by which we have been

building up civilisation, not byAforceo“

(12) For instance, the stated aim of the Rundschau was to strive
towards a "peace of strength, beauty and justice" (an einem Frieden
der Kraft, der Schonheit und der Gérechtigkeit) (Advertisement)

¢
The desired aim of War Poetry should be to make '"precious again
what had become cheap™, that is; ''the individual soul which is the
arena of all war and of all peace." ("wieder kostbar zu machen,

was wohlfeil geworden ist. (...) die einzelne Seele, den Schauplatz

alles Krieges und alles Friedens.'")

(13) Quoted from an article in The Times , Dec. 10th, 1914,

See also John Cruickshank, Variations on Catastrophe — Some French

Responses to the Great War (Clarendon Press, Oxford, 1982, .-~
Intrcduction) on the rxeasons behind the early nationalist pro-war

enthusiasms.

(14)  Ernst Junger, op.cit., p. 487, p. 515,

(15) Douglas Jerrold,‘The Lie about the War (Faber and Faber,

London, 1930)



(16) “Remarques Buch enthalt, statt des rationalen Ideals des
ewigen Friedens (...) nur geschickt mit pazifistischen Seufzern
montierten Militarismus." (Remarque’s book contaips, instead of
the rational ideal of eternal peace (...) only militarism cleverly

disguised behind pacifist sighs.) Manfredd Kuxdorf, Mynona versus

Remarqueqy  quoted in The First World War in German Naxrative Prose

(ed. Charles N. Genno, University of Toronto Press, 1980, p- 88).

(17) Georges Bonneville, Prophetes et Témoins de 1'Europe,

(Sythoff Leyde, 1961, p. 34)

The abgé-sirecg; cﬁaplain=in»chief of the lycéegrggﬁi;;ﬁé thought

that the author of Le Feu deserved the most drastic form of punishmen;t°
nIf the militaryvtribunéls condemn a poor soldier who refuses to
sacrifice his blcod for his country to be stcod up against a wall,

what punishment do you deserve, Monsieur Barbusse 7"

quoted in Frank Field (Three French Writers and the Great War,

C.U.P. 1975, p, 40) . On the other hand, a quarter of a

million copies of Le Feu had been sold by Noveﬁber,lQlS (see Field;
op.cit.;p.39)

(18) Lettre a Madeleine, 18 juillet, 1915. (Tendre Comme Le Souvenir,

Gallimard, Paris, 1952) >
“ Romain Rolland has made scme disagreably incpportune proclaim-
ations élmost in favour of Germany. As for myself, I published in

Zurich in February a poem entitled 2e Cincnnier Conducteur which

left mo doubt as to my anti-boche feelings,®

(18a) Ceuvres en Prose 1909-14 (Librairie Gallimard 1957,p.501 ff.)

(19) Taken from Baschwitz, Der Massenwahn (Mass hysteria) quoted in

Harold D, Lasswell, Propaganda Technique in the First World war

(Longpn, Kegan Paul, n. date, p. 54)

See aiso Maurice Bowra, Op. Cit., on the heroic spirit which

beautifies, p. 4ff,
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20) Themas Mann, Gedanken im Kriege op.cits., p. 10,

He adds further "'was die Dichter begeisterte, war Krieg an sich
selbst (...) als sittliche Not"” (what inspired the poets, was War in
its own right (...) as a moral necessity)

(21) Paul Fussell, in his book The Great War and Modern Memory

(QUP, 1975) sees the basic symbolic oppositions in war poetry (between
Peace and War and its themat ic adjuncts Life and Death, Love and
Hate, Nature and Technology) as symptcmatic of what he terms the
Versus habit? — the 'melodramatic dichotomizing® which leaas to a
"fatal lack of subtlety!:-—

"Simple antithesis everywhere. That is the atmosphere in which
most poems of the Great War take. place, and that is the reason
for the failure of most éf them as durable art."” (p. 82)
In view of the many memorable poems which do succeed in 'synthesizing®
fhese opposites, Fussell's opinion does seem to lack critical

sensitivity.,

(22) see Lasswell op.cit.

(23) R.A. Francis, Romain Rolland and some British Intellectuals

during the First World Waxr, in Journal of European Studies (Sept.

1980 p. 192)

(24) _.Maurice Boucher, Le Roman Allemand 1914-33 et la Crise de
1'Esprit, (Presses Universitairés de France, Paris 1961), Heinrich
Mann was the leader of a group of pacifists who "'combattaient le rggime
imperial, 1'autocratie, la volonté de puissance et la mystigue dune
mission allemande® (resisted -the imperial regime, autocracy;, the

will to power and the mystique of a German mission) whereas Thomas Mann's
goal was "] ‘humanite harmonieuse' which was,unfortunately also the

dream of many high-ranking Germans associated with the Imperial

goverrment.
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{25) Julius Rab - Der deutsche Krieg im Deutschen Gedicht Aufbruch

und Anfang (Verlag Morawe und Schesselt, Berlin 1914, 2ter Teil,

p. 36)

Lissauer's pcem elicited an equally strident reply from the Frenchman

J. de Marthold, Chant de Haine, Réponse 3 Berlim (1915)

(26) Rudyard Kipling, Selected Verse, (Peguid Bocks, ed, James

Cochrane, 1981, p. 281)

(27) Walter Flex, Scnne und Schild (n. pub. 1915 p. 44)

(28) similarly, the French Catholic poet, Francis Jammes, reaches

the height of sentimental religiosity in his poems Cing Prieres

pour le temps de Guerre.

4

(29) Apollinaire’s pcem, Si je mourais 1a-bas, although thematically

dissimilar, does bear a strong .resemblance to Brooke's title.

Emile Verhaeren included in his anthology, Les Ailes Rouges de la

Guerre (Mercure de France, Parisy, 1916, p. 165) a commemOrative

poem to Rupert Brooke written in abstract rhetorical style and which

continues the myth of the youthful poet and idealist, heroic victim

of a tragic destiny:-

"Jeune, ferme, rapide et souriant

Voyant déja surgir aun clair des prunelles

Les golfes d'or des Dardanellés."

(Young, strong, swift and smiling

Seeing already in the bright mirror of his eye

The golden bays of the Dardanelles., )



(30) see Chpo 39 Do 105 ffc

(31) Die Aktionslyrik (pub. Franz Pfemfert 1916) was a literary

review with strong international pacifist temdencies. It had a long
list of contributors from many nations among whom were Oscar Wilde,
Heinrich Mann, Charles Peguy, Francis Jammes. The following is the
review'’s manifesto taken from the Intrcoductioni-

"Die Aktion war bis zum Ausbruch des Weltunheils das radikalsfe
Organ Derer, die in keinem Kriege ‘Erhebendes?®, 'Grosses?, oder gaxr
'Heiliges' ertlicken konnten. Mehr als vier Jahre hindurch kampfte
die Aktion gegen Volkerkrankheit Chauvinismus (o) Sie widmete
sich in dieser Zeit ausschliesslich der Aufgabe, ein Asyl zu sein fur
internationale Literatur und Kunst''.

("Action' was, right dp to the outbreak of world disaster, the most
radical organ of those who were unable to see in any war anything
'Uplifting’, °'Great’® or even 'Divine’. For more than four long
years 'Action' struggled against the national sickness of Jingoism.

It gave itself up to the sole task of offering asylum to international
literature and art.)

(32) The Kiss appeared in the 3rd., volume of Georgian Poetry 1916-17.

(33) For an account of Sasscon's developmeni as a war poet see

J.H. Johnston, English Poetry of the First World Wax, (Princeton

University Press, 1964, p,7lillé),

(33a) See Chapter 2, p. 22ff,

re

(34) The apparent contradiction of themes is typical of the work

of the Arbeiterdichter, whose anti-govermmental social democratic
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orinciples were capable of absclule reconciliation with the most extreme
of chauzvinist views. Such ideolcgicaﬂ..ﬁalvety was easily exploited
by the Imperial. Government (see Chp. 3, P. 134). Patrick Bridgewater

in European Studies Review (Vol. 1, No. 2, 1971, p. 165) describes the

Arbeiterdichter as 'patriotic Christian idealists who were also

social demccrats/ Likewise, Martin Walser in his discussion of

Lexrsch's m0vel.Hammersch;§geg (Hammerblows) (Suhrkamp Verlag, 1980
Nachwort p. 261) commments on the easy marriage of opposing ideaé in
Lersch's writing as a whole and describes it as * sehr deutsch, sehx
katholisch, sehr kleinblirgerlich, sehr sozialisti&ch. . Weiss jemand
ein gewinnenderes Ensemble?® ( Very German, very Catholic, very '
bourgeois, very sccialist. Can anyone think of a more winning

combination 7 )

(34a) Sée Chp.4 p. 122.
4

{35) Ferdinand Simonis, Die Lyrik Guillaume Apollinairesb (Bouvier

Verlag, Bonn, 1967, p. 89).

(36) For instance, Ernst Junger (op.cit. p. 61) remarks on the opposit-—

ion between duty and personality, individuality and immortality 1life

and death, which faced every individual in war. (Das Widerspiel

zwischen Aufgabe und Persgnlichkeit,Indiddualif%t und Unsterblichkeit,
Leben und Tod, )

(37) Mielke-~ Homann, Der deutsche Roman (Dresden, 1920, p. 510).

(38) This study does not aim to give any adequate account ©f the

novel during the First wWorld War. For some insight into this topic

see :
{For the French Novel)

Albert Schinz, French Literature of the Great War (1920)

Leon Riegel, Guerre et Littérature, (ed. Klincksieck, 1978)

Frank Field, Three French Writers and the Great Wax, (C.U.P., 1975)

John Cruickshank, Variations on Catastrophe - Some French Responses

to_the Great War, (O.U.P. 1982)
(For the German Novel)

Mielke- Homann, ~Der deutsche Roman _op.cit.

Maurice Boucher, The First World war in German Literature, op.cit.




(For a comparat ive study, French, German, English)
Leon Riegel, op.cit.

Folger Klein, The First World War in Fiction (Macmillan, 1976)

and references therein.
For a list of prose works dealing with pre-war society and atti@gdes to

the war see Ribliocgraphy. For some major prose works on the war, see
Biblicgraphy.

The war novel which expressed patriotic sentiments and which
exalted the heroism of the ordina;y soldier {(e.g. René Benjamin's
well-known Gaspard (1915)) were popular till the end of the war,
In France, openly nationalist writers such as E. Psichari in

L'Appel des Armes (1913) received much attention before the war
£

for their mystical glorification of combat. Psichari's words

"Les canons sont les realités les plus réelles qui soient)les seules
réalités du monde™ (The guns are the most real realities ever, the
only realities in the world) eguals in its bellicose fervour any of
the proto—fascist writings which were extant im German at the timg
(see Riegel, op.cit. ) and which Mielke- Homann condemns as blind
self-righteous jingoism. (p. 501). The shift to a more realistic
appraisal of the realities of war took place generally around 1916,
with the advent of Barbusse in France and Rudolf RBinding iB;Germany
who as early as 1914 was already showing up the ludicrous inappropri-
ateness of the old-fashioned Prussian military values, (Aus dem

e

Kriege (10th Nov., 1914) in Dies war das Mass (Rutten und Loening;,

Potsdam, 1940)

"Es ist ein seltsames Geschaft der Krieg, Gegen diese wirken
menschliche Anordnungen t8richt und unbeholfen, ja beleidigend
theatralisch, Ich sehe den General vor mir, der eine unserer

Brigaden fiuhrte. Es wurde ihm gemeldet, dass aus dem weissen



Schloss {...) von einer klieinen Besatzung davernd Widerstand geleistert

wurde, BEr erhdd Gen Arm zu einer Feldherrngeste und rief noch vom

Pferd nach vorne zeigend wie ein Sroberer der Welt : ‘Werft

Feuer in dasASchlossﬂp womit dann der Fall fur ihn erledigt schien.®
(War is a peculiar business. Human regulations seem ridiculous

and cln.;msy9 even insultingly theatrical in face of it. I can still

see now before meg 7 the General who commaﬁded one of our brigades.

He had been told that a platoon was offering constant Iesistancg!from

the white villa. He lifted his arm in the imperious gesture of a

commander-in-chief and standing up in the stirrup, pointing in a

forward direction, he shouted like a conqueror of the world — ‘Cpen

fire on the house’.with which the matter seemed to him to be closed.)

For further information on the novel as a genre, see footnote 63,

(39) see Douglas Jerrold, op.cit., Preface.

(40) Henri Barbusse’s'novel Le Feu was also generally disliked for

its exaggerated realism which seemed to many to border on the grotesque'

(see Albert Schinz, dlso Hewett-Thayer, see below, "The book drips with

bleod, with brains and entrails")

Remarque's All Quiet on the Western Front (1929) and Exnest

Hemingway®s A Farewell to Arms (1929) were also criticized as immoral

for certain more earthy aspects of their portrayal of war. In 1933,
'Im Wester 'was banned for all Germany by the Nazis "Gegen literischen
Verrat am Soldaten des Weltkrieges" (For a liter#ry betraygl of fhe
soldier of the Great War) and A Farewell was banned in Boston after
its appearance in installments in the Scribner’s Magazine (Ma}—October,
1929) by the chief of police as *dirty, immoral, disgusting garbage."
(40a) See chapter:3, fcotnote 9 for criticism of this tendency
in Owen.
{40b) By which he meant ‘Epic? poetry. See chapter 2, p. 79ff.

(41) Harvey Hewett-Thayer, The Modern German Novel (Boston, 1924

p- 235).
(42) J.H. Johnston, op.cit., p. 13,

(43) see Chp. 2, P. Gff on the failure of the epic war poem,



(44) That many war lyrics, including those written or anthologized by
poets of established talent, were overly~emotional , indeed mawkishly
sentimental, is immediately recognizable from a most superficial

. . . . / .
reading of the literature. See, for instance : Henrl de Regnier,

Sonnets de Guerre (ed. Emile Paul, 1915); Heinrich Lersch, Deutschland
muss leben.(Eugen Diederichs Verlag, Jena, 1935); Rcbert Nichols,

Such was my Singing (ed. Collins, 1942).

Robert Nichols admitted in his Introduction (p. 32) to the above
antholdgy of his poems that his war poems were the "least satisfactory"
of his poetical compositions, being the product of "an exceedingly
guileless, highly emotional and inordinately romantic youth."

See also Emile Villard, Guerre et Podsie 1914-18 (La Baconniére

Neuclﬁtel9 1949) for an amusing exposé of the sentimental attitudinizing
of the French patriotic poets.

As early as 1914, Julius Bab, the German critic and reviewer, was
beginning to see that the emotional sincerity shown by thousands of
would-be contributors to his anthology of War Poetry, was not
conducive to great art; ,

"Es liegt aber in der Natur aller kunstlerischen Dinge, dass der
Autor selber - den Ton, den er meinte, im Ohx ! - nicht wei§§, ob
er's auch getroffen hat; er nimmt die gute Meinung fur die Tate (oo

Es gibt viel ehrenwerte Meinung, aber - ach so wenig ! kUnstlerische

Taten ! (Der Deutsche Krieg im Deutschen Gedicht:Aufbruch und Anfang

.(Verlag Morawe und Schesselt;, Berlin 1914; Nachwort)

(It is in the nature of all artistic things, that the author
himself often does not kndw if he has hit off the right note which he
hears in his mind; he takes his good intentions as proof of success.
(In the contributions people have sent in) there are a great many

]

honourable intentions, but oh dear; so few artistic successes !
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Fer a percepltive contemplrary Judgerent of the ‘sentimental
attitude? adopted by Rupert Bregke, see Charlies Hamilton Sorley, Poens

and Selected letters (ed, H.D. Spear, Blackmess Press, 1978), His

rejection of sentimentality in pre-war English peetry which he wrote
in a paper on Masefield at School - "The voice of our poets and men

of letters is fimely traimed and sweet to heari it teemws with sharp
saws and rich sentiment; it is a marvel of delicate technique: it
fdeases, it flatters, it charms, it scothes, it is a living lieﬂ;'wculd

apply quite aptly mot only to the war pcetry of Brocke, Hardy and

Kipling, but to that of Verhaeren, Lersch and some of Apollinaire.

(See also Chapter 2, p.76ff and Footnotes for a further discussion of
sentimentalityc)

(45)” waeng for instance, wrcte much of his poetry in the'sgnatorium at
Craiglockhart and the bulk of his war lyrics did not reach his intended
audience until after his death. Only in 1919, in the review Wheels were
7 major pcems published.

Similarly, August Stramm wrote a very realistic prose-piece

Der Letzte (The Last One) about °going over the top' (which was published
as a pgem in Der Sturm in Oct. 1914) actuaily before the war. This
shows how essentially independent of experience the process of

artistic creation can be - "Wie unabhingig das kinstlerische Erlebnis

von dusseren Tatsachen ist" - (Quoted in P. Michelsen, "Zur Sprachform

des Frithexpressionismus bei August- Stramm, op.cit. p.289). Aééllinaire

likewise wrote the greater part of Calligrammes during his time in the

artillery, "at the front certainly, but at a distance nonetheless
from the unspeakable. horror of the front-line treXtches® (Roger Little, p.46)

(46) Jean-ClaudezChevalier, Alccols d’Apollinaire - Essai d'analyse des

formes pcbtiques (Letters Modernes,Minaxd, Paris 197Q ,p. 9)

(47) The discussion of gemre is still a continuing ome.

cf, Michael Hamburgex, The Truth of Poetry (Weidenfeld and Nicholson,

London 1969, p.23) Sometimes states the obvious = "what is common to
all modern poetry is the assertion (...) that syntax in poetry is wholly
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different fren syntax as understood by Logiclans and granmarians®

R, Cardinal, Figures of Reality « A perspective cn the Peatic Inaginallon.

(Croom Helm, Londom, 1981) still sees fit to kkeep his sword sharp.
wpoets are by definition writers who prefer lyrical density and
illusion to the long-winded clarification of prose,”

For more technical descriptions see : Edward Stanliewicz Poetic

and Non-poetic Language in their Interrelation (Moutom, Warszawa

and s'Gravenhage ., 1961).

(48) David paiches, A Study of Literature (OUP, London, 1948

p. 143)

o

(49) Arthur E. Lane, in his book An Adequate Re§gpnse : The Wwar

Poetry of Wilfred Owen and Siegfried Sasscon (Wayne State University

Press, Detroit 1972, p. 133) consider's '"the difference between poem
and letter" (in a discussion of Sasscon’s The Sentry) as "'being so
evident as to need no e;egesisc" He nevertheless makes a brief
check=-list of scme of the differences between the pocem and prose
piece and under thevheading 'poetry? he includes the remark “much
more of the significance.” Exactly how the poem is able to carxry
more of the significance than its prose anmalogue is a crucial and
not entirely self-evident point left undiscussed.

(49a) See chapter 2, p. 80ff.

(49b) Chapter 2, p. 82.

(50) Owen's attitude to the problem of poetry and truth derived from
contemporary attitudes about the nature and function of Art in modern

society. Poetic realism was the order of the day (see Robext M. goss

The Georgian Revolt (Southern Illinois University Press, 1967, p. 35 ﬁdc
"Objectivity and again objectivity" Erza Pqund)9 but a réalism which
should be free of posing of any kind. sModexnity? for its own sake was not
accepted, é fact illustrated by the rather cool reception which MaTinetti
recgived at a poetry-reading at Harold Monro’s Bookshop -~ "what he

writes is n&t literature, only an aide-memoire for a mimic" (Edward

Marsh to Rupert Brcoke 14th. Dec., 1913). Similarly, sentimental



posing and rhetorical gesticulation were frowned upon. The rather

terse editorial comment in The Poetry Review August 1912 (Vol. 1,

No. 7, p. 360) which criticized a poetical rendering of the sinking
of the Titanic, shows the tendency of critical opinion to expect a

certain amount of scber realism in poetry. (That this was not

always achieved is ancther matter.).

- "Mr., Macfie has not avoided the usual poetic pose : his odé is
not real - we fear he has not immortalized his subject.®

For more views concerning the relationship of Truth and Poetry see

David Daiches, The Place of Meaning in Poetry, (Oliver and Boyd,

Edinburgh, 1935) and Michael Hamburger, op.cit., particularly p. 5 ff.
(51) quoted in Arthur E. Lane, op.cit.

(52) Hayden White, The Val ue of Narrativity in the Representation

of Reality in Critical Inguiry, (Autumn 1980, vol. 7, No. 1)

(53) John Norton Cru (in translation from the French) War Books,

A Study on Historical Criticism (Ed. Pincett and Marchand, San Diego

University Press, 1976, p. 47)
(54) It is beyond the scope of this study to discuss the Expressionist
aesgthetic theory, which in any case did not constitute a unified
programme, The egpressionist view of Art with regard to Rgglity'is
also far less straightforward tﬁan that of the Georgians or indeed
the Cubist inspired gesthetics of Apollinairg;; cf. Kurt Pinthus,
Cerman poet and critic who wrote from the trenches in 1915:2

"The common will of the latest pcetry is to free reality from the
outline of its appearances, to free ourselves from it (reality), to
overcome it, not by its own means, not by evading it, but, embracing

it all the more fervently, to conquer amd master it by intellectual

penetration (dés Geistes Bohrkraft) by suppleness, by a longing for



clarity, by intensity of feeling and by explosive force.® (Die

jﬂngste Dichtung in Die welssen Blatter (Vol. II, 1915, No. 12,

p. 1503}
For contemporary accounts of Expressiocnism see :

Menschenheitsdimmerung. Ein Dokument des Expressionismus. (ed. Kurt

Pinthus, Hamburg, 1959)

Also ;-
J.W.M, Willett, Expressionism, (Weidenfeld and Nicholson, )

W.H. Sokel, The Writer in Extremis; (Stanford University Press, 1959.)

Articles :

Frieda Rachmann, Die Theorie, die historischen BReziehungen und die

Eigenart des Expressiohi%mus, in Germanic Review (Vol. 2, 1227, pp.

229 - 243.)

H.R. Ferriot, L'effusion et la violence : Symbolisme et Expressionisme ’

in Revue de Littérature Comparée(Vol. 54, 1980, pp. 71 - 79)

Anthologies :

Lyrik des expressionistischen Jahrzehnts (DIV, Miinchen, 1979)

Expressionismus und Dadaismus, (hrsg. von Otto Best, Reclam, Stuttgart,

1980)

Deutsche Arbeiterdichtung 1910 - 1933 (hrsg. von Gunter Heintz,

Reclam, Stuttgart, 1974)
(55) Arthur E. Lane; op.cit. p. 149.

(56) Lettre a Lou, le 26 mai 1915, Ombre' deMon .Amour, Galiimard, 1969,

(57) cf. Lanes rather witty and perceptive comment applies in
great part to Apollinaire’s war poetryS-

"To transfer images (away from war) would be = if I may use a pun
seriously = to defy the gravity of wér itself,.®
For -contemporary critical opimion of the 'fantaisiste’ quality of

°

Apollinaire's poetry see :



(1) Georges Duhazel, Les Poztes et la Pofsie (Mercure de France,

MCOMXIV) ,particularly the Chapter Quatre postes Fantaisistes p. 315 ff).

where he makes his famous comparison of Apollinaire’s poetry to “une
boutique de brocamteur”d, For the comments of the young surrealists

see Debon, Guillaume Apollinaire Apres Alcools,(p.126)

(i1) Marcel Raymond, De Baudelaire au Swrzréal_isme {Paris, 1914)"

P-220 ff. ‘le monde est un réve et le reve est un monde',
(iii) For Apollimairxe’s own denial of the chaxge, see TCS, le 9 aociit,
1915, "poete cl'est vrai, mais pas fantasque du téuto "  Much of the
key criticism aims at proving the seriousmess of Apollinmaire's
punning techniqued-
See Marie=Jeanne Durry, Alcools (Paris, 1964)

s .

Arminal Marrow, Form and Meaning in Apollinaire’s Picture Poems

(Australian Journal of French Studies, Vol. V; No. 1 Jan,/April,
1968) speaks of the'deep brilliant illumination’ which surpasses

the surface triviality of the pun.

Jean-Claude Chevalier, in Apollinaire et le Calembour, in Europe,

('Novo-Dec., 1966 p.75) speaks of the pun as "l'acte poétique par

excellence. See also !

Margaret Davis, Apollinaire, (Edin. 1964).

(58) See Apollinaire's own rather coy definition of himself as

a poet - "Je n'ai pas de systéme poftique ou plutdt j'en ai beaucoup.

(I have no poetic system or rather I have too much).

rd

For further discussion of Apollinaire's "aestheticism" see Chap. 3.

po 120 ffo

(59) Arthur E. Lane, op.cit. p.23.



(60) Tendre Comme Le Souvenir, p. 48

(61) For a further discussion of the problemscf meaning see Chp., 2

P. 80 ff,

(62) Hayden White, op.cit. p. 12

(63) Ernest Hemingway, A Farewell to Arms, p. 196,

(64) The predominance of the ‘diary format’ as a structural
form weakened the classical status of the novel considerably during

the war. First hand accounts such as Weisweiller, Impressions et

Visions de Guerre (1914) and Henri Malherbe, La Flamme au Poing

(1917) were barely distinguishable from fictionalized autobiographical

‘novels! such as Siegfried Sasscon’s Memoirs of a Fox-Hunting Man

(1930) produced much later. Such works are very episcdic in nature
and consequently lack the overall control of vision which was expected
by contemporary critics, of the novel. Thus the authors Mielke~Homann

of Der deutsche Roman (Dresden, 1920) were unimpressed. by the. quality

of the German novels issuing from the war - '"Die Kriegsromane und -
-

Novellen mit ganz wenigen Ausnahmen (sind) nicht Kunstwerke im
eigentlichen Sinne, nicht durchgearbeitete Gestaltungen, sondern
meist formlose Mitteilungen des Uberstarken Erlebens” (p- 407)
(The war novels and short stories are not, with a very few eggeptiéns,
works of Art in the real sensey fhey are not thoroughly worked-out
constructions (...) but mostly formless expressions of overwhelming
first-hand experience.) -

The need to invest the facts with their so sharply perceived
'meaning® did often lead to a neglect of content and to a subsequently
compensatory over-emphasis of form. An extreme example of the

‘poetic perception of facts® is to be found in the absurdly

. . Pe
over=literary monologues of Jean Paulhan'’s Le Guerrier Applique (1914),

which certainly fail to communicate much significance.

(3}

e
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Cn the other hand, a work like Remarque’s Im Westen Nichts Neues,

which 1s ccupositionally extremely ‘episcdic’® has all the power cf
a major .work,

(65) Siegfried Sasscon, Memoirs of an Infantry Officexr 9(L@ndonp 1930opo33)

(66) Le Palais du Tonnerre, QsoP. P. 254.

(67) See Apollinaire, S.P., Du Coton dans les Oreilles, Sasscon,

Twelve Months Afterx. See also fcotnote 82, Cheptexr 3,

Tournadre'’s opinion ( p. 75 ) that

w1 'a_bondance d'un vocabulaire précis et concret ancre plus encore
(c00) les pogmes de guerre dans la réalit& vécue par le pd%te"’is
true up to a point. Nevertheless, the concrete vocabulary of war
derives from a particularly arcane soldigr“s Jjargon and its inclusion
merely reinforces the esoteric nature of many of the poems.

(68) Jon Silkin, First World War Poetry, (penguin, 1979, Introduction)

speaks of the “incisive pfose virtues which Sassoon deploys in
bringing home his messages.” For a long documentary type description
of the enviromment of war see Apollimaire Il y a. Fer the rhythns

of prose see Sassoon, Trench Duty, Apollinaire, Dans 1'Abri Caverne

Alfred Lichtenstein, Only Yesterday I walked .. Gestern ncch

ging ich.

(69) Alfred Lichtenstein, Gedichteund Geschichten, Vol., I (ed.

K. Lubasch, Munich, 1919).
(69a) Well-known rhetoric flourishes in Barbusse'’s Le Feu or the’

seismo ‘graphic fluctuations in style in Remarque’s Im Westen Nichts

Neues. .
(70) Albert Schinz, op.cit.; Introduction, p. xi.
‘War literature created its own style. Quite naturally, the,

traditional distinctions of descriptiva, dramatic, lyric and epic

styles were disregarded.®

(71) Memoirs of an Infantry Officer, op.cit., p. 18,

(72) im Die Aktionslyrik, (ed. Franz Pfemfert, 1916, p. 34)

(73) The lurid splashes of colour are strongly reminiscent of an
Expressionist canvas, of say, Van Gogh, who used colour much in
the same way as the German poet, to express ‘inner states of being?’.

Van Gogh explained his artistic technique in the following words :



{translated from the French)
nIch versuchte mit dem Rot urd Grin die schreckliche _eidenschaft
der Menschen zum Ausdruck zu bringen.* (3 tried with the usec of
red and g¢grien to express the terribie ' passion of men.) {ucted in
Frieda Bachmamn, op.cit. p. 232.
(74) At the risk of appearing commorplace it may be pointed out hexe

that it could be said that all writing is metaphorical, in the same

way that all writing is an act of the imagination (Hayden White)

See Charles O. Hartmann, Cognitive Metaphor in New Literaxy History,

(Vol. XIII, Winter 1982, No. 2, pp. 279-339)

(75) Charles Hartmann op.cit. gives an interesting (if perhaps rather
indigesfibly mathematical) slant to the well-worn discussion of the metapho:
He stresses the analytic (=cognitive) function of the metaphor which
"concentrates on the relations (his italics) among the terms of

the vehicle and transfers them to the tenor.' p. 334.

(76) See Uwe wandrey, Die groteske Metapher in Das Motiv des

Krieges in der expressionistischen Lyrik. (Hartmut Ludke Verlag,

Hamburg 1972 p. 94 ff.)
(77) Uwe Wandrey, op.cit. p. 94.
(78) Compare Ezra Pound's time-worn definition of the metaphor as

"that .which presents an intellectual and emotional complex in an

instant of time.¥

(79) Charles Hartmann, op.cit. p. 338,
(80) T.C.S. p. 48,

(81) See Les Peintres Cubistes;, Mé&ditations Esthétiques (Hexrmann,

1965, p. 45-56 particularly) for Apollinaire’'s exposé'of cubist thought

techniques. - -

P

See also Chxoniques d?Axt

For further discussion of the poetic technique of Simultanism see!

(1) Jean Burgos; Pour une approche de 1l'univers imaginaire d'Apollinaire

in La Revue des Lettres Mndermes (RLM) (No. 10, 1971).

(ii) K.R. Dutton, Apollinaire and Communication, in Australian

Journal of French Studies, Vol., 5, 1968, pp. 303-328,

(iii) Cecily Mackworth, Guillaume Apollinaire and the Cubist Life,

(Jchn Murray, lLondon, 1961)
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(82) For a clarification of the sometimes confusingly similar
techniques of literary Impressionism and Expressionism see Bachmann;
op.Cit., po 232, The distinction is, she sees, between an ‘external’
and Static?! and ‘internal and dynamic? view of reality.

(83) See Chp. 3 p.112 and footrote 44 for Apollinaire and Futurism.

(84) ¢€f. Merveille de la Guerre, O=&. Ppo 271

(85) cf. Chant de 1‘Honneur,Q2.P. p. 306

"Je chante la beautg-de toutes nos douleurs."

(86) The long lists in poems such as I1 y a do not seem to differ
from the process of "enumeration" or 'notation' which he deplores

in Les Peintres Cubistes.

Although Margaret Davies’in her book Apollinaire (Edinburgh

1964, p. 215) ) acknowledges the bésically 'anti-realistic?
impulse of Apollinaire's poetic theory of simultanism as '‘the answer
to the need to escape from description and imitation and represent-
ation which he acknowledged very early in life. ", the simultanist
poems do give the impression of straightforward "quasi-mechanical"-

(Bohn) recording. cf., Willard Bohn, Metaphor and Metonymy in

Apollinaire’s Calligrammes (Romanic Review, Vol. LXXiI, No. 2,

Maxch 1981, p. 173) - "The great majority of those poems appear to have
been visually generated., For oﬁe thing, Apollinaire seems to have
wanted a pictorial survey of life at the Front,'"

{87) %11 faut habituer 1l'esprit a concevoir un paéme simul%anéhent

~ - o . .
comme une scene de la vie", Les Peintres Cubistes, op.cit. p. 54.

(88) Jean Claude Chevalier, Alcools d'Apollinaire, op.cit. p. 13.

(89) Frederick Hoffmann in The Novel of World War I, A document in

the History of Suiprise, (P=517).

comments on the purpose of rhetoric as being not only to direct the

readers® attention away from fact, but "to link fact with one or



* several of the systems of larger meaning which in any period circum-
scribe fact". His observation that "eloquence.also acts to slow down
the rhythm of factual succession” is true of the second line of this
poem - but Sassoon’s intention was to delay for the purpose of inten§i=
fication rather than mask the revelation of truth.

(90) Margaret Davies, in reference to Les Feux du Bivouac, C2.p-

p-250,
(90a) Compare, for example, lLeon wolff s prose description of
the essential dullness and unloveliness of krench iifeo

vand finally, in the intricate, mole-like maze of the Western
Front were the dug-outs, in their most primitive form merely
extra—laige holes scoopéd into the side of a trench for the personal
use of one man. But many caverns were minor marvels of crude
engineering ingenuity.that housed dozens o:f‘troqpse Here in the
fetid smell of unwashed bodies and dank earth the men lived when not
on active duty, made coffee in broﬁn pots, dried their stockings,
played chess, warmed potatoes, dozed, argues, cleaned their rifles,
wrote letters, waited for morning, or guaxrd duty, or a .bit of actien.

(pp 6=7) Leon Wolff, In Flanders Fields, The 1917 Campaign, (Longmans

Green & Co, London, 1959)
(91) Lettre a Lou, le 23 avril, 1915.

(92) Guillaume Apollinaire, L'Esprit Nouveau et Les pPoetes, in

Mercure de France (Vol. CXXX, lst. Dec.. 1918. pp. 385 - 296)

rd

P
The aim of the new poetry is to ndéterminer de nouvelles decouvertes
dans la pensée et dans le lyrisme”and to exploe “les joies nouvelles
v . . . . -~
qul jalonnent les enormes espaces imaginatifs®. cf. also his Poeme Lu

au Mariage d"André’Salngl QeoV= p. 83.

{92a) See chapter 3, p. 112,
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. - - . &
(¢3} See Helmut Meter, Apcllinaixe und der Futuristus, {Schauble

Verlag, 1977, p. 136)

nzivilisatérischer QOptimismus als die von der Psyche unbefangen
akzeptie£te Einwirkung alles Mcdernen und dessen ummittelbare, reflex-
ionsfreie Wiedergabe ist das Hauptmerkmal von Apollinaires zum Experiment
neigenden Simultaneitgtsgedicht@j:)

{Social optimism is the main characteristic of Apcllinaire's expéri-
mentally-orientated simultanecus poems. It is reflected in an
upinhibited acceptance of all that is moderm, and in a direct, spontan-
eous poetical reproduction. )

(94) Zur Sprachform des Frihexpressionismus bei August = Stramm,

op.cit. p. 298.

"Hinter diesem aufgew&hlﬁen(,oo) Stil steht Stramms tiefes Misstrauen
gegen das Bewusstseln, das er mit Vehemenz entwertet."

(Behind this impassioned style lies Stramm's deep mistrust of conscious-
ness, which he violehtly depreciates.)

(95) ibid, p. 296.

(96) ibid; p. 294, offers the further concept of "Dezentration®
‘decentralization’.

(97) Taken up by Walden and others, it became a cSterie style
extensively illustrated in publications in Der Sturm.

(98) Zur Sprachform, op.cit. p.300.

(99) Marinetti "Il Futurismo si fonda sul completo rinnovamento

della sensibilita umana’ guoted in Meter, qpncit, p-11, p

'

(Futurism is based on the complete renewal of human sensibility. )

(}00) Wilhelm Duwe, Deutsche Dichtung des 20 Jjahrhunderts, (Band I

Orell Fussli Verlag, zurich, 1962, p.266),

(101)  Robert Nichol, Ardours and Endurances (Chatto and Windus,

London, 1918, p.37). |

(102)  wilhelm Duwe, op.cCit., p.267; "bei Stramm ist die Sprachgebung
auf die Urlaute beschrankt’.,



- b0 -

(102a; See chaptexr 2; Po 231ff,

(102b)  Other possible interpretations of ‘Du’ will be ignored for

the puurpoées of this discussion. See, howevergl chapter 4, fcotnote 124.
(103) The videeliches Bild’ (idea=ful image) was a °discovery’ of

the Expressionist poet Lichtenstein, supposedly built on the

association of primary ideas, rather than sensory ingpz‘essionso Hmw—
ever, such an exclusive usage was hard to maintain even by its -
Expressionist advecators.

Further explanation of the "Ideeli..ches Bild® can be found in

Lichtenstein’s own comfentary on his poem, Die ngmerugg - which he

describes as a montage of discrete elements, held together by one

idea. The image, "An einem Fenster klebt ein fetter Mann" (A fat man
£

is stuck on a window) is reproduced without unnecessary detail "Ohne
uberfliissige Reflexionen" or explanation and is very much as it

appeared to him at the time.

(104) wilhelm Duww, oOp.cit., p.267.



APPENDIX A.
LAMENTATIONS.

I found him in the guard-rcom at the Base.

From the blind darkness I had heard his crying

And blundered imn. with puzzled, patient face

A sergeant watched him; it was no good trying

To stop it; for he howled and beat his chest.

And, all because his brother had gone west,

Raved at the bleeding war; his rampant grief

Moaned, shouted, sobbed, and choked, while he was kneeling
Half-naked on the flocor. In my belief

Such men have lost all patriotic feeling.

(From Selected Poems, p. 26, Faber & Faber, 1968)

The 5th. I.B.D. Adjutant advised me to draw some blankets; the
store-room was just round the corner, he ;said. After groping

about in the dark and tripping over tent ropes 1 was beginning

to lose my temper when I opened a door and found myself in a

Guard room. A man, naked to the waist, was kneeling in the middle
of the floor, clutching at his chest and weeping uncontrollably.

The Guard were standing around with embarassed looks, and the Sergeant
was beside him, patient and ' unpitying. While he was leading me

to the blanket store I asked him what was' wrong. "why, sir, the
man's been under detention for assaulting the military police, and
now ‘e's just 'ad news of his brother. being killed., Seems to ’
take it to 'eart more than most would. 'Arf crazy ‘es been, tearing
"is clothes off and cursing the war, the Fritzes. Almost like

a shell-shock case 'e seems. It?s his third time out. A Blighty
one don't last a man long nowadays, sir." As I went off intc the
gloom 1 could still hear the uncouth howlings.

Well, well; this is a damned depressing spot to arrive at® I thought,
(c00)e The war seemed to be daing its best to make me feel unheroic.

(From Memoirs of an Infantry Officer, p. 163)
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APPENDIX B

Nous arrivons sans encombres aux tranchées des fantassins, fosses
blancs, creusés dans la craie, c’est d'une propretd, d'un silence
inconcevables., JYai &crit a quelqulun que j'imaginais ainsi la
ruraille de Chime, mais ici clest un fosse, des fosses, car ces
boyaux s‘enchevétrent & 1l%infini, Ils ont des noms, L'um de ces
cheminerents porte le votre: allée Madeleine, Je 1°ai suivi avec um
&moi domt vous scurirez peut-8tre. Dans chaque boyau tous les cing
cu six rm3tres un enfoncemrent permet de se ranger pour laisser passer
ceux QUi viennent en sens contradre; em face du renfoncement est um -
trou pour 1'écculement des eaut. La plupart de ces boyaux sont &
1lthauteur de l’homme, mais il y en a un ol il faut ramper, clest
un boyau de seconde ligne. En premiére ligne, mous &tions & 80m,
des tramchees boches, on les voyalt tres bien par les meutriéres
et les créneaux. Il y a des créneaux partout, dans certains postes
avancés, au lieu de créneaux, ce sont des meutriéres: sur la
tranchee, des caisses de bois sans fond ni couvercleet de petits
sacs de terre dessous et autour. On voit peu de soldats,
I1ls sont dans des cagnats souterraines.

©0000000000000000000000000000000000050 )
ées premi®res lignes et les postes d'ecoute paraissent fréles,
légers, une véritable voilette sur le visage de la France, qu'ils
préservent cependant des atteintes d'insectes affrew:. Les balles
sifflaient au—dessus de nos tétes, sans danger naturellement.
Elles sifflaient dans le silence cu plutot fouettaient ce grand
silence.

(From Tendre Comme le Souvenir, pp.20-21)

LE PALAIS DU TONNERRE

Par l'issue ouverte sur le boyau dans la craie

En regardant la paroi adverse qui semble en nougat

On voit a gauche et a dronmefulr 1 *humide COulOlr désert

Ou meurt &tendue une pelle a la face effrayante a deux yeux
rieglementaires qui servemt a l'attacher sous lescaissons,

Un rat y recule en hate tandis que j'avance en hite.

Et le boyau s’en va couronné de craie semé de branches

Comme un fantdme creux qui met du vide ou il passe blanchatre

Et ld-haut le toit est bleu et couvre bien le regard fermé par
quelques lignes droites

Mais en dega de l'issue clest le

2 ‘palais bien mouveau et qui
paralt ancien. (etc).

(Fram Calligrammes p, 254)

\t
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TRANSLATICN.

We arrived without incident in the infantry trenches, white corridors,
dug out of the clay, inconceivably clean and silent. I wrote t@.
someone that that was how I imagined the Wall of Chima, but here its
just corridors and more corridors, because the network of trenches is
endless, They each have names. One of these traverses gces by

your narce : Madeleine Alley. You'd probably smile at how moved I was
as I went along it. Every five or six yards in each trench there is
an alcove which allows one to stand aside in order to let pecple

pass coming from the cpposite direction; opposite this alcove is a
drainage hole, Most of these trenches are man-high, but there .are
some in the support trenches where you have to crawl. On the front
line, we were 80 yards from the German trenches, we cculd see them
through the peep-holes and over the parapets. There are parapets
everywhere, in certain advanced positions instead of parapets there are
peep-holes; on top there are wocden boxes without bases or lids and
small bags filled with earth stuffed beneath and around themn. You
don't see many soldiers, They axe in the dug-ocuts underground.
(coccacccccacascooo)

The front line trenches and the listening post seem fragile and
insubstantial, nothing but a veil over the face of France yet they
preserve from the attack of dreadful insects, The bullets were
whistling above our heads, harmlessly of course. They whistled in the
silence or rather they whipped this great silence.

FALACE OF THUNDER.

Through the exit opening into the chalk trench

Loocking at the opposite wall which seems .made of nougat

Gne can see to the left and right the damp solitary corridor stretch away

Where a spade lies dying whose terrible face has two regulation eyes
which serve to attach it to the gun=caxrriages,

There a rat retreats hurriedly as I advance huxrriedly

And the trench continues crowned with chalk spread with branches

Like a hollow ghost which leaves a void wherever it passes deathly-white

And .up above, the roof is blue and blocks off effectively one'’s view
enclosed by a few straight lines -

But beyond the exit thexe is the very new palace yet which Seems ancient.

\"
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APPENDIX C

He?! da oben! Lachen! ich lache! drei Tage stiirzen! brillem$ drei Tage
Jahre Ewigkeiten? und bist noch nicht zerstiwztl verfluchter Himmeal §
Blaubalg! pafft Zigarren und stiebt Asche, alles zusammen, den Graben.
Sch@tzengrabemo Schutz. Grab. die Stellung wird gezhalten bis zum letzten
Mann! vorwarts Jungens. Das Blaugespenst klirmt rote Augen auf, rot.
fever-rot., verschlagen. Dexr Tag n3lt nicht aus. so cdexr 08 schiesstd
schiesst! Der wWaldd ja in den Waldld Schadel. Wolkem, lustigl der beste
Schitze darf. ja. darf. zuerst schlafem. Teufeld schlafend Mord Mudigkeit
Rasen Wut! Heé Bursche? Bursche da vornd willst du? willst du schiessen?
du? ja? der Kopf zwischen die Beime geklatscht? Druckeberger$ schiessend
knallend seht! sie korren aus dem Wald. raus aus dem Laufd die Backe
gesetztd brav! brav! Schnell-feueri Blaue Bohnen! BRoluren! BlaugAugens
mein Schatz hat blave Augen. hahal. draufd drauf! sie laufen, Korn
nehmen. Zielscheiben. laufen, M3dchenbeine. ich beisse, beisse. verflucht.
Kusse scharfe, drauf gehalten! Standvisier Aug in Auge! Wasser? was?

die LAufe gliihm? alle Schlduche gliihn .letzte Nacht hat die Feldflasche
zerschlagen., das trockne Glas geleckt. die Zunge blutet. schluckt.
schluckt. schiesst die Flinten kalt:euch selbexr kalt. kaltes Blutd

da vorne pfiutzt Wasser. Pfui Teufel! giexig! Drecks Blut. blutiger Dreck.
Blut modert zu schmell., Feuer Schnellfeuer! raus! nicht einschlafend
wer? nehmt ihm die Patronen aus der Tasche., wirx brauchen sie, der Kerl
blutet! ein kleines Loch kann so blutend schiessen! Zielpunkt. Donmex$
Knacken! des Flattern! so misst ihr auch schiessen. zielen, gut. ruhig.
die Hunde druben. die arme Erde. Brief im der Tasche? natiirlich. schlapp
und gleich tot auf der Nase. *mein lieber Manng " ja. Minner brauchem
wir, aber keime toten hiex. essen. Brockel Schokolade. Mutter. schiesst
Kerle, ach Mitter weinen immer. schiesst! ich war ein weicher Junge. Teufell
Kopf hoch! die Nasen aus dem Dreck! Was?! keinexr? alle? Faulenzerd
Vexstidrkung, hért ihr? Verstirkung kommt. Feind nicht ranlassen! die
Flinten vord Ieufel" totsein lst Schanded sehtd ich schiesse, schiesse.
VEIstakango hortd Trammeln. Hormer. Tata trrr! eilt da hinten! eiltd
Muttertxrinen. Vaterbrinsta. Dreck? Drei Tage Dreck! Menschemr ! meine
Mutter hat mich immer so sorgsam gewaschen. Grab. Holle, Teufel. mein
Axm schiesst.Finger ladet. Auge trifft., Hurrahl Huxrah! die Beimre in

die Hand! Hurrah{ Tod und Leben! hurrah! Eisen! Hurrah§ drauf$ Mein
Kopfd Kopf! wo ist mein Kon? voran fliegt ‘kollert.brav., Bursche! in

den Feind! beissen beissen! Sibel! ha! weich der Vaterbauch. weich.
Mutter. wo bist? Mutter, . seh dich night? Mutter du kusst. Mutter. rauh
halte mich., ich falle doch, Muttero ich falle: Mutter. -

Der Letzte (First published in Der Sturm, October 1916)

Dex Angriff The Attack

Ticher

Winken
Flattern
Knattern

wWinde klatschen
Dein Lachen weht
Greifen Fassen
Balgen Zwingen
Kuss

Unfangen

Sirken

Nichts (First published in Der Sturm, Sept. 1915)

\!.



Der Rite

Die Aste greifen mach meimen Augen

im BEinglas wirbelt weiss und lila schwarz und gelb
blutroter Dunst betastet zach die Sehnen

kriecht schleirend hech und krampft in die Gelenked
Vom Wege vor mir reisst der Himmel Stlcked

Ein Kindschrei geltd

Die Erde tobt, zerstampft in Fluche sich

mich und mein Tier

mein Tier und mich

Tier michg

in Tropfblut 1919



TRANSLATION,

Heyd You up therel Laughing. I am laughing. Stormirg, yelling for
three daysd Three. days, years eternitiesd and you are not over-
thrown yetd darn you to Helll windbagd puffing at cigars,
dxopplng ashes, all together, the trench. the dug-out.

Shelter. Grave. the position will be held to the last
man! forward lads, The bluish ghostly face ralses xed eyes open.
red. fire-red, sleepyo The day won’t last long. this way or
thaty fired - open fired The wood. Yes into the woodd  Skulls,

Clouds, fantastic.the best shot may., Yes, may sleep first, To helld
Sleep. Murder Fatigue Madness Anger. Heyd Boy? You boy in frontd
will you? will you shcoot or mot? you? yes? your head Jammed
between your knees, Shirker., shootd crack! look! they are
comming out of the woocd, get up at the doubled  take aimd
steadyd steadyd (uick fired Bullets! Blue streaks. Blue eyes. wy
love has blue eyes! ha had at them! at them? they are running
away. look through the sight. line up the targetd higbi Girls®
legs. I bite, bite. ‘damn, ...Kisses sharp., hold fire. Gun-
sight glass to eye., Water? what? the.barrels are xed hot. all
the barrels are red hot, = last night broke the water bottle., Licked
the dry glass. the tongue bleeds. swallow. swallow. shoot till
your gun's cold, till you're cold. cold blood! there's a puddle
of water up front., Revolting! ogreedy! . Filth! Blcood! blococdy
filths Blood goes off too quickly. Fire! Quick fire! out with
you! no sleeping theref! who? '~ take his cartridges out of his
pocket, we need them, the poor scd’s bleeding. <o think that such
a small hole can bleed so much,. shoot. a hit, Thunderg
Crackingd Flutteringd this is how you toco must shoot, take aim,
good. easy does it. those dogs over there. the pcor earth.

Letter in his pocket? of coursel bang and fell straight down dead$

"dear husband® Yes, We need men, but not dead ones. eat,
bits of chocolate. Mother, shcot men. oh., . Mothers always weep.
shoot. I was a sickly boy, To helld Head high! Get your noses
out of the dirt! Wwhat? No-one? Everyone? Idlers! Reinforcements.
do you hear? reinforcements are coming. Don’t let the enemy ind
Guns at the ready! To helll it’s such a shame to be deads lookd
I'm shooting. shooting., Reinforcements. listen! Drums/

'Bugles.! Tata trr. hurry up back thered huxry$ Mother s <tears,
Father?s lust. Filth, Three days of filthg people’, my Mother
used always to wash me so carefully. Grave. Kell., To hell!
my hand pulls at the trigger. _ my finger lcads the ammunition.

The sight locks on§° Hurray! hurrayd they ‘re running their legs off,
Hurrayd  Death and lifed Hurrayd irond Hurrayl At themd

My head. head, where is my head? it's flying forward raving.
steady. Boy, at the enemyd bite bited Bayonets. hag

soft father's belly. soft. Mother, where are you? Mother, I
can’t see youd Mother youlre kissing, Mother. uneven hold me.

I'm still going to fall., Mother, I'm falling. Mothex.



~he Attack

Cloths

wave

Flutter

Crack

Breezes clap

Your laugh laments.
Grasp. Heold
Wrestle.' Master,
Kiss.

Embrace

Fall,

Nothing.

The Ride

The branches grab at my eyes

In the monocleit whirls

white and lilac, black and yellow
Bloodred vapour fingers stickily the sinews
creeps slimily upwards and
convulses in the joints

The sky rips pieces of

The path before med

A Child's scream shrills out.

The earth rages

curses and tramples

itself,

Me and my animal

ny animal and me

Animal mel



CHAPTER 2.

THE EPIC RESPONSE.

nartistic creation is always a complicated turning out of old forms,

under the influence of new stimuli which originates outside art. "

St

(Trotsky, Literature and Revolution, )

letter to The Times, October 1, 1914,

"Giy,
You print this morning a series of marching songs offered

for the use of our soldiers (co-) The writer of the words "A.C.A."
says that he has writtem in the simplest words possible, such as a
private soldier might think and write for himself.

when a writer of eminence and distinction strives so valiantly
to lend his powers to the service of the common people it seems
ungracious to emphasize the fact of his failure (...)

IN the second verse of the lasf of the songs, your correspondent
has written :-

"Here's to Lord Kitchener, brown with the sun,

Gentle, persuasive and balmy."
"It is obvious to most that the ‘most immediate meaning to Tommy of the

last word would be of the popular expression "barmy', that is," imbecile,

113

halffbaked cracked; dotty or lunatic. I feel, howevery that no
such criticism was intended of Lord Kitchener by the well-intended

author, I would suggest, however, that-

“If you do not see life as he (Tommy) sees it and use words as he

uses them to express ideas which you share with him you cannot write

for him at all.®



Letter from Wiifred Cwen to Siegfried Sassoon, 22 September, 1918.

©Is this (Spring Offensive) worth going on with ? I don’t want
to write anything to which a soldier would say NO COMPRIS &Y

©@6g¢ 00000

Scars upon my Heart (Women's Poetry and Verse of the First World

gg;),edo Catherine Reilly, Virago Press, London, 1981; p. 49;?2‘
o 1 you have words ‘
Fit words, I mean.
Not your usual stock-in-trade
Of tags and clichés -
To hymn such greatness.
Use them .. 4
But have you 7?
Anyone can babble.
If you must wax descriptive
Do get the background right.

A little rightaw

'edoeebdo0oo000OTOOOO

En ces jours dechirants, Paris, Payot et Cie, 1916,

Préfacg de
Henri Bataille (p.9)"

(Dans la iitté}ature de guerre il faut)

"Non des cris et des couplets de facile patriotisme (...) hais

(---) des strophes &quilibrées, sobres toujours."

(what the literature of the war needs is not the impassioned

rhyming couplets of a facilevpatriotism, but verse where balance and

moderation always prevails. )



Der Deutsche Krieq im Deutschen Gedicht, Julius Babd, p. 3, 1914:

“Nicht viele von den zahllosen Dichtern dieser Stunde vermochten den
allgemeiﬁen Gehalt der Zeit so mit menschlicher Eigenart zu durch-
dringen, dass das Besondere, Konkrete, Simnlich-Lebendige einer
kunstlerischen Form zutage ist. Die meisten mwssteq sich mit
Variationen altuberkcmmener poetischer Formen begnugen und konn{;n
deshalb auch nicht das Neue sagen, das zu horen uns drangte.®’

( (After the outbreak of war)

There were not many out of the countless poets of the moment who were
able to pénetrate the general spirit of the time with such individual
humanity so as to bring its'essential9 concrete, sensuous and vital
aspects to light in the form of Art. Most of them had to content
themselves with variations of age-old traditional poetic forms and
were therefore not able to tell us of the new things we all so

craved to hear.)

© 0 0 Q20 ocve dDOCOVEO O



These passages which span the entire chronology of the war, reflect

the realization on the part of more sensitive critics and poets that

poetry was no longer a hermetic art, but that it had to take into
account a truth external to itself, a truth, futhermore, which was
immediately verifiable by the millions who had gone.through the
experience of war, The rift between civilian and military experience
had already in the first month or so after August 1914 made itself
apparent and this separation, which was as much psycholegical as
physical (1), was to find its literary correlative in the departure

of the ‘new’ war poetry from the old forms and conventions - that
morincipal poetic patrimony (of) pre-lapsarian pastoralism, expressed in
sub-Keatsian diction" o; which Silkin (2) speaks in connection with
the English.poetryo The development of a " relentless, uncompromising
honesty (3) was the hallmark of the later realism. This metamorphosis
was, however, relatively slow. In the early stages, civilian and
soldier poets alike had instinctive recourse to the familiar images and
rhythms of conventional poetry, simply because there were no other
literary precedents (3b) which could téll them how to write about modern
war., The genre they chose was the Eplc; but neither the form nor thé style
were suited to thé personal and intimate experience of sufféring in war.
Early attempts to imitate the epic form and tone resulted in long-

winded poems which either tried to re-cast trench skirmishes as legendary

-

-

batties or attempted to convey the quick intensity of individual .

experience in Olympian narrative style., Le Grand Exemple, by Leon
Lahovary, a Bélgian poetaster, is a case in point. Here the potential
poignancy of the subject matfez~a father’s grief at the loss of his
son in the trenches- is sacrificed to the assumed objecfivity of the
narrative stance, the ludicrous aggrandizement of the central figure

and the preoccupation with high style :
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Au lecin, le canon gronde, on meurt sous Ia migtraille.

Le pere, chef prudent qui conduit la bataille,

Voit juste, pense clair et parle ferme et haut,

'Donne des ordres gu'on exécute aussitdt.

Un officier survient qui dit :— Mon générale...

~(710i7— Xavier,..votre fils...est mort pr2s des tranchées...

~Tant d'énergie et tant de jeunesse Ffauch@es—...
( CO0O0CO0OO0VDOCCOCDOO00CO0OO0CO )

Mais,courageux, stoique et résigné, le peére,

Qui dictait gravement des ordres scuverains,
Songe, prend un instant sa téte entre ses mains,
Stefforce de chasser la vision trop chere,
Ordonne 3 sa douleur sublime de se taire,

Puis, ne pensant qu'i la patrie et qu'au devoir,
Donnapt le grand exemple a tous, et sans surseoir,
A quelque decisive action projetée,

Il dit:- Continuons - et reprend sa dictée.

(In the distance, the big guns rumble, men are dying under a
' hail of bullets,

The father, prudent leader in command of battle,

With straight eye, sharp mind and strong clear voice,

Glves orders which are immediately executed.

An officer appearéD saying " General,;sir..."

"Well?"-"Xavier,..your Son...died near the trenches..."

"So much energy and so much youth brought down..."

( OO0 0O00O0000O00B00O0 OGO O )

But brave, stoical and resigned, the father -

who had been gravely dictating his sovereign orders,
Ponders, puts his head a moment in his hands,

And forces himself to dismiss the too dear vision,

Bids his sublime grief be silent,

Then, thinking only of his country and his duty,

Setting a great example to all, and without delay,
Planning scme decisive action, )

He says...'Let us continue " and carries on his dictation,)
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Although the epic form was scon lost, the epic spirit was maintained

in the continued use of a heroic style; -despite the opvious lyric form

and subject matter. The terms ‘heroic® and ‘epic’ became universally

confused and many poets were convinced that the Epic had been reborn

merely through the adoption of the grand manner., This did much .to

inhibit the initial development of new forms and meanings. Indeed,

it tock a significant period ( the usual date is around summer 1916

after Verdun énd the battle of the Somme -} for the full implications

of total war to be realized ( if they were at all ) and in turn, for

the appropriateness of traditigmal poetry as a means of expressing the

new realities to be questioned (4). Nevertheless; by the end of the war,
i

certain irrevocable changes had taken place which were essentially to

alter the nature of poetry in a way which the previous experimentatiqns

of m&vements such as Cubism,Futurism, Imagism and Expressionism had only

formally achieved (5). An amusing illastration of this change is to

be found in Paul Fussell®s listing (6) of the victorian pseudo-heroic

clichés currently available to the early English patriotic poets; Such

archaisms were later to find a poor degree of tolerance among the

more experienced soldier-poets. The typically ‘English? virtues which

Fussell finds in such woxds as e

gallant" (to:be earnestly brave)
"staunch" (to be solidly brave)
“ardent" "{to be nobly enthusiastic)

naturally had their French counterparts in
"vaillant®
"ferme'

"plein de flamme"

respectively.
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The corresponding descriptions of the ‘furor Teutonicus® reveal
themselves in much more ponderous adjectivessuch as “entschlossen®
(decisive), "fest" (steadfast), "hart" (tough), "unbeugsam' (unbending,
intransigent).
Epic euphemisms for the war itself :
"1'infernal orgie"
nder blutige Sturm®
"sanguine strifev,
or for the ordeal of shell-fire :
"le fer démolisseur"
"Sturmen von Exrz"
"fiery drench" 14
or for death in élglorious cause :
"le laurier triomphal et vermeil"
"das kostbare Gut'" (costly good)
"the glorious costﬂ
(note the interchangeability of the terms here) are all uniform in
their lack of reference to the concrete reality of modern waxr fare.
(7) The complacency with which the civilian, and parficularly,
female civilian poets tended to regard the fact of death was profouhdly

indicative of their total ignorance of what it meant to die in the

trenches. The recurrence of blood imagery, for instanceD is
positively ghoulish, as in this excerpt from a poem by a femgle
German civilian poets

" Dein Rlut, o Rruder tief in dir verhiillt
In dir gefangen, dréngt empor zum Lichte,
(ene)

Es drangt empor; der Tag des Opfers naht

Dein Rlut strdmt dber und dein Blut will fliessen,0Q8)
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(Your bloccd, © brother hidden deep within you, imprisoned within you,

thrusts upwards to the light. It thrusts upwards; the day of sacrifice

draws near, your bicod overflows, your blood sireams out willingly.)
Other equally dubious examples are .egiocn both in the French and

German patriotic poetry., A few examples will suffice.

" Not till thousandslhave been slain

Shall the green wood be green again

Blocod and blocod must yet be shed

To make the roses red. ' ()

" Tant de corps qui, pour toi (France) toutes veines cuvertes

Saignent a flots pouI?res,
(So many bodies which bleed with wide-open veins for you (France),

In crimson gushes.) - (10)

Lutte affreuse, lutte sauvage

Les cris, les rales, les sanglots

Et le sang qui ruisselle a flots

Se mélant aux eaux du rivage (etc.)
(Dreadful struggle, wild struggle

The cries, the death rattles, the sobs,
And the blood which streams and gushes

Mixing with the waters which lap the river-bank.) (11)

-

The cliché-ridden (12) banality of such‘offerings was qui;kly noted
by more discerning critics, By 1916, ‘heroic’ poetry was going out
of fashion. Henri Bataille, for instance, a veteran French war poet,
had by the summer of that year a much more critical sense of the
aberrant sentimentality of much of thé patriotic poetry and he was

particularly damning about its lack of intellectual basis.
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vie poéte paticnal - 1°¢Abominable Appellation § = est 1l°un des
poncifs, 1%un des cliches les plus solides de cette littérature de
guerre éui ne compte guéxe qufune vingtaine d'accessolres et une
bonne cinquantaine d'idées générales.’ (13).

(The national poet - O execrable npame  — is one of the most
ingrained sterectypes or clichés of this war literature which can
barely count more than two dozen conventions or a good fifty general
ideas.)

Trenchant criticisms and witty parodies of patriotic poetry were
particularly common in English reviews such as the Egotist (14) and
even in such establishment papers as The Times. More avant-garde

publishers and critics like Harold Monro of The Poetry Bookshop and

J.C. Squire and John Gould Fletcher refused many of the anthologies
which carried titles such as "Poems of the Great War', in case they
should be associated with anything that could be seen to glorify war.
The popular press, haowever; did not share such cynicism or dubt.
Indeed, they scorned any innovations which might threaten the status
of traditional poetry. The general reading public in England seemed
to prefer the comforting echoes of Shakespeare or Tennyson, while
their French and German counterparts encouraged imitations ip the
style of Corneille and Hugo, Goethe and H8lderlin, respectively (15).
Popular poetry of the war was, in effect, floundering in the préfoundest
stagnation whilst believing itself tc be a dynamic regenerativé
force. In England, conservative opinion which found voice in a
number of‘"fatuous articles" by !Professors, near-Professors and
literary romantics who detested Realism, Futurism, Blast and Tran-
quillity (sic)" (16) expressed the confident idea that war would release
a st;eam'of pure poetry which would prove the salvation of English

letters, Similarly, Maurice Barres wrote with enthusiasm of "les
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forces Iégénéiatrices de la guerre® which no doubt, in turm, inspired
lesser mortals like the armchair patriotic poet Léon Lahovary to proclaim
the creative spirit of war and the reinstatement of the long=lost‘Nationa1
Epic (17). Germany, alsc, was not without its grandiose yisions for

the birth of a new, herxoic poetry. Julius Bab, poe? and critic,

hoped to see a unified and elevated German poetry arise from theﬁ
conflict - a 'new creative folk-spirit” (ein neuer schopferischen
Volksgeist) which would fulfil both poetic and political aspirations of
the nation (18).

In face of the obvious popularity of the patriotic literature, the
professional critics were for the most part prophets without influence.
The war~time reading public was "not to be deterred from its plunge
into pbathos” (19 ) and as a result, anything with a pretence to being
poetry was accepted without critical demur. Indeed, the grander its
manner and the more inflated its rhetoric, the more did a poem seem to
have the style and importantly, the authenticity, of great art and
the more it was likely to be accepted as a qualified statement about
the war, As patrick Bridgewater observes in his article German

Poetry of the First world War (20), the cultivation of high diction in

the patriotic poetry was mainly the responsibility of civilian writers

on the Home Front who had no actual experience of the fighting conditions

and who were concerned with maintaining the highly "1iteraxy"-conventions
of pre-war literature, Thus, for example, the poet Léon Lahovary
mentioned above, found the everyday realities of warfare too mundane,
too "simples, banales et quotidiennes" to be expressed in poetry.

In order to regain the former eminence of the Classical tradition, the -
new poetry of the war should not,he advised, ‘'renoncer aux grandes

conceptions, aux ceuvres de haute envergure" (give up the great concepts

or large-scale works) (21) for its mission was to emblazon in gold
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for generations to come “the immortally heroic side" (le ccte
immortellement héroique) of war.

Fortunately for the development of War Poetry as a genres the

physical reality of war militated against the continued use of epic

diction, as J.H. Johnston's reviewer in The Listener of July BOﬁhfp
1964, reminds us - |

“"One of the things that makes the poets of the First world War (22)
sigﬁificant is their realization that in the changed conditions of
technological warfare, the epic manner and attitudes were no longer
viable."

Even despite the realizétion of the inadequacy of an elevated style
to portray the particular horrors of war (23), it was nevertheless a
style for which‘many poets showed the greatest attachment. After
Henri Bataille's apparent rejection of inflated rhetoric and flatulent
sentimentality in his introduction to Henri Derieux's poems, it is
difficult to see an§ new elements. in the latter poet% work, Indeed,
Derieux offers his anthology as the product of a man "seasoned by
suffering and sincerity" and of one who hopes to reveal to all the
terrible truth of war, but he does so in elegant classical allusions
which do more justice to the soundness of his education in Greek and
Latin verse, than to the accuracy of his perception. |

"Comme un thyrse arrache de la main des Bacchantes,

ux brandir ces Qpres vers P
Ou 1'on voit des serpents, de leurs langues sifflantes,

Ceindre une téte aux yeux ouverts" (24)

(Like a Bacchic staff torn from the hands of the priestesses of

I will brandish these bitter verses
Where one sees the hissing tongues of snakes

Encircle a head whose eyes are open.)
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Emile villarxd, in his book Guerre et Poésie 1914 - 18 (25) makes

an ente;tainingly devastating analysis of the facile rhetoric and false
values of the French patriotic poetry of the pericd, which in common with
the poetry of other countries at this time, owed its artistic failure
largely to the use of just this kind of démodé literary convent%pp:a
The eloquent exhortations:—-'Ne pleure pas ! Courage, O pauvre “Zme
reurtrie.” (Weep not & Have courage, © poor bruised soul)g'the
protestations: <'Lovers of Life, dreamers with lifted eyes / O Liberty,
at thy command we challenge Death !, the apocalyptic visions: - UEin
Phonix steigt, so schon wie Morgenrot / Der deutsche Geist und dieses
weltbrands Flammen%' (A Phoenix arises, beautiful as the rosy dawn//
The German spirit and tHe flames from this burning world) which
poured through the presses, had little connection with the ordinary
experience of the soldiers in the trenches. Rhetorical gestures
could do nothing to help them face the constant threat of death-
as Villard remarks-"L'Eéloquence et la littérature ne les y ont pas
aidés,n

Even established poets who might have known better seemed to be
drawn by the superfical grandeur of the epic style. Apollinaire,
for example, who already by 1912 had established for himself a rebut—
ation for being not only extremély avant-garde (26) but also for possess-—
ing a curious and experimental talent (27), nevertheless was éapable
producing patriotic poetry of the most banal kind.  Thé "jejune

patriotism" (28) of the poem Chante de 1°'Honneur (29) shows the definite

influence of public opinion, whereas the rather stilted use of

alexandrines reflects the strong link between high diction and

lofty sentiment always made in conventional patriotic poetry. In this

poem Apollinaire is obviously responding to a corporate image of
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himself as pcet and patriot,whilst his political consciousness dictates
his better judgement. Here, as elsewhere (30), he is eager to show

] tenthousiasme, le patriotisme simple et parfait" (Letfre a Lou)

u’Prends mes vers o ma France Avenir Multitude
Chantez ce que je chante un chant pur le prélude .
Des chants sacrés que la beauté de notre temps
Saura vous inspirer plus purs plus éclatants
(Que ceux que je m'efforce a moduler ce soir
En ] *honneur de 1'Honneur la beauté& du Devoir,
(Take these my verses O my France Future Multitude
Sing as 1 sing song pure the prelude
Of sacred songs which’ the beauty of our times
Shall inspire you purer and more glorious
Than those I strain to modulate this evening
In the honour of Hamour the nobleness of duty.)
It is, in part, the political aspect of the patriotic verse which
ensured their success with the public. The official poets were
often chosen as spokesmen of their respective sides, thus making a

clear connection between poetry and political propoganda.

Kiegel, for instance speaks of '"la vogue de Charles Maurras

et de Charles Péguy", the latter being particularly respons{bie

for spreading the idea among the eager youth of the day tha¥ to

die young for one‘'s country was the greatest honour (31). Apollinaire,

" in a letter to Madeleine of the 23rd. August, 1915, speaks of Botrel as
"qﬁasi poete officiel de France, avec Jean Aicard, quand 1'Angleterre

a Kipling et L'Italie d'Annunzio." Kipling and Hardy, however, were of
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an older generation and did not receive anything like the attention

of Rupert Brocke (32) or Robert Nichols whose poetry scld just as

much for.its sentirmental appeal as for its good marketing of the
British colonial spirit (33). Similarly, the German pocet, Walter Flex
appealed to the middle-class pride of caste and the growing nationalist
sentiment of the bourgeoisie;-

"Das Volk in Eisen, seine ersten Kriegsgedichte kamen in funf

Auflageh bei Oskar Kulitz in Posen heraus und haben in vielen

Tausenden von Stucken im Heere und in der Heimat Verbreitung gefunden'

(3)

( People of Iron, his first anthology of war poems was published in Posen
in five editions by Oskar Kulit;-and many thousands of copies were
circulated round the Army and the Home Front.)

It is not surprising therefore, that given such public and instit-
utional apﬁfoval, the epic diction ghould survive until the end of the
war., Despite all the possible moral objections of which the patriotic
poets must undoubtedly themselves have been aware (35), despite the
disapproval of contemporary critics (36), despite even the ultimate
negation of their heroic ideals by the horror of war itself;, the use
of epic conventions continued as a major expressicn till 1918 and
beyond. This fact alone is one‘of the most striking litera;; phen-
cmena of the war, as Paul Fussell (37) comments :-

"The system of high diction was not the least of the ultipate
casualties of the war, But its staying power was astonishing. As late
as 1918 it was still possible for some men who had actually fought
to sustain the old rhetoric.™

Apollinaire himself; despite his experimental background, hopéd for
as he wrote to

an essentially ‘epic' inspiration in his war poetry,

a friend, André Rouveyre, in a letter-poem (38) - "Je fais ce que
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je peux et c'esi plutgt lvépopéeom (I do what I can and preferably
in the epic vein.) The role of bard and prophet which he assumes

in such poems as Chant de 1‘Honneur held a great attraction for those

much more maive in spirit, such as, for instance, the German worker
poet Heinrich Lersch, who rejoiced in his .title of 'Der sanger des
deutschen Krieges" (the bard of the German wax ). It seems that very
few poets or critics were able all of the time to resist the lure of
grandeur and the finef§éygﬁépg rhythms of classical metre, or the

concomitant self-—aggrandizement which came from the title “Epic Poet®,

Henri Bataille, as we have seen, after promising the reader a sober and
measured realism in the poems of Henri Dérieux swells with enthusiasm
at the glorious mission éf the poet who,alone,is able to uncover the
'divine reality® of human sacrifice in war.

"Mais par exemple — de quel emoi le podte pourra frémir s'il &tend ses
mains vers la douléur terrestre, Il sentira son Zme se gonfler
dlautres sanglots que de simples sanglots de gloire - et s'il découvre
une beauté magique, divine a ces tragédies, c'est uniquement cellé
qui se dégage du sacrifice merveilleux que 1'homme fait sans répit

de son bonheur et de sa vie."

(But for instance - howthe poet will shudder and be moved-if he

but stretch out his hands to earthly pain. He will feel his soul

swell with sobs of a different kind from the simple sobs of glory =

-
s

and if he discovers a magical, even divine beauty in these tragedies, it
will be solely that which comes from the marvellous and enduring

human sacrifice of happiness and life.)

Similarly, the editor of Soldier Poets, Songs of the Fighting Men,

after characterizing the "new' war poetry as '""this new verse - vivid,
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definite, concentrated anc not a mechanical eche (which leaves behind)
the maudlin and the mock-heroic (...) to the neurotic civilian', then
refers fo the soldier-poets as "(Archangel) Michaels and Rolands of
civilization who face battle with a song” (3%). This editorial
comment was written after the horrors of the Somme and is an example
of what Silkin terms the “ruthless idealism'" which manifested if;élf in
a wilful and blind refusal to face up to the realities of war. The
'stiff upper liéq attitude found its natural expression in high diction
because, as Paul Fussell reminds us, it was "the laﬁguage which two
generations of readers had been accustomed to associate with the
quiet action of personal control and Christian self-abnegation , as
well as with more violent actions of aggression and defence.'
Yet the manful acceptance of duty could often as not turn into a
literary pose and become the flippant bravado of one poet fishing
for the approval of another. Thus Apollinaire writes, in 1918, with
incredible swagger to Marinetti, congratulating him on having found
a new source of stimuli for his (presumably) great innovative genius?
"Je te felicite de.connaftre et de goiiter ainsi tour a tour
toutes les sensations les plus nouvelles de cette grande et puissante
guerre"”  (Lettre a Marinetti, le 12.8.1918)
(Congratulations on being able to know and to taste one ;; a

time in this way all the most novel sensations of this great and
powerful war.) -

An example of where ''the language of self-abnegation' is exploited
simply for sentimental effect and becomes pure literary pose, is to be

found in the poem Boy by Robert Nichols (40)
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t The soldier is the Martyr of a nation

(one)

Lonely he is : he has nor friend nor lover,

Sith in his body he is dedicate ... .

His comrades only share his life, or offer

Their further deeds to one more heart oblate.

Dying, his mangled body, to inter it

He doth bequeath him into comrades’ hands;

His soul he renders to some Captain Spirit

That knows; admires, pities and undersfands i
This appeal to sentimental religiosity, to ﬁubliCaschool ethics with
'its undertones of homoséxual eroticism,is a monument to the falsity (41)
of sentimentallliterature in general. The poem shares in part
with most other patriotic offerings of its kind, the exploitation
to exaggerated effect of nearly e?ery possible refinement of feeling (42)
from a sense of patriotic or religious duty, to appeals to honour,
admiration and pity and even to.a love of nature, the whole usually
‘spiced with oblique eroticism. One final example of even grosser
bathetic sentimentality than the Nichols poem is to be found
in an offering by the previously mentioned Leon Lahovary, §?titléa

Xavier de Curiéres de Castelnau (43) which has as its theme the

death of a noble youth. Over his body preside. ""the weeping shade of

the homeland" and "the silent ghost" of youth which throws™~flowers

on his shroud. The solemn rhythms of the ubiquitous Cornelian

diction are intended to underline the sublimity of this sacrifice

of the ''grace of youth" and the "sweetness of life'. Yet the same
rhythms' contain coy allusions to the loss of marital bliss — "'chastes
amours, bonheurs permis" and the poet deliberates more fully on his erotic

fancies in the final stanza, where he pictures the young man's
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beloved sacrificing her tender years to the asceticism of convent
life,

"peut-tre qulune belle et noble jeune fille

En larmes aujourd’hui, songe au cloftre a jamais

Decouvre que pour elle il n'est plus de famille

Dit en pleurant; ?_c”est lui, cfest lul seul que j'aimais

(Perhaps a beautiful and noble girl, tecday in tears, is thinking
of convent life forever and, realizing that she has now no other
family, says, weeping It is him, him alone I loved")
Nothing could, of course, be more removed from reality. That the
public could have accepted this image is indicative, not perhaps
only of their low criticél standards; but also of the highly ‘'literary’®
temper of the age in general (44).

Jean Guehenno in his book' La Mort des Autres (45) illustrates this

peculiar prevalence of 'literariness' in the anecdote of a father,
who, in real life, when informed of his son's death, reacted by
reciting classical alexandrines on the theme of Man's °‘common fatel.
"Jtai connu tel poéte, dans le plein de son Age, ayant appris
la mort du fils - qui entra en transe et gémit en alexandrins sur
le sort vulgaire?. "
How much such attitudes can be held responsible for the égousands

of young deaths, is a moot point raised in Owen's poem The Parade of

the 0ld Men and the Youn

cung (40). Certainly, the extreme right-wing

ideclogy of the Action Frangaise steeped in the dogma of Church and
Army, was significant in influencing a young generation of "insatiable
idealists, disillusioned with the deGadence of a worn-out century™
Q%yide d'idéal et lasse du décadentisme du siécle finissant"g Thus
many of the French youth of 1914 were inculcated with a desire for
revenge for defeat in a war which had occurred befgre they were born,

and; fired with borrowed enthusiasms, they went to a distinctly
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unheroic death with the poetic refrain on their 1lips;
"Demain sur nos tombeaux
Les Blés seront plus beaux’ (47)

{Tomorrow the corn will grow more beautiful cn our graves.)

Their reward, they had been lead to believe was

nde fiers rubans de sang a leur sein épinglés” (48)

(proud ribbons of blocd pinned to their chests)
It took a poet with the power of the English Gwen to shatter this
particular heroic cliché -

"My glorious ribbons ? - Ripped from my own back

In scarlet shreds. (That's for your poetry book.)" (49)
Yet the horrific gap between word and reality which Owen is pointing
out here, was ﬁot immediately recognized even by those who were later
to become the more significant poets of the war. Owen's own
immediate poetic response, for example,

"0 meet it is and passing sweet

To live in peace with others

But sweeter still and far more meet

To die in war for brothers »
is a good illustration of how conventional patriotism found.instinctive
expression in empty poeticisms k'passing') and intolerably facile rhythm
and rhyme, The effect is like melting butter and with as little
substance. Siegfried Sassoon, one of the major satirical pgéts to
emerée from the war, was Similarly side-tracked by the early enthusiasms,
In 1915 he was still talking of the "woeful crimson of men slain"
and was told by Robert Graves in his 'old soldier? manner that he

would scon change his tune. Despite later experience in the trenches
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ard his own deeply personal pacifist convictions, Sassoon was still
to feel the pull of what J.H. Johnston refers to as 'the epic response"”
(50) which he (Sasscon) felt would give his art a broader perspective

with increased aesthetic distance, In his autobicgraphy Siegfried’s

Journey, Sasscon remarks of his feelings as late as July 1918 - .
"Lnspite of my hatred of war and °Empery’s insatiate lust of power?,
there was an awful attraction in its hold over my mind, which’since
childhood has shown a tendency towards tragic emotions about human
existence” (51 ).

Here, the conflicting role of the soldier-poet makes itself felt in
the tension between the demands of experience and the restless need for
a grander poetic vision.’ The work of many poets of the pericd
1914 - 15 shows a similar tension between the literary attitudes and
style of pre-war society and the recognition that a new languaée was
needed to deal with the new experience (see p. 20 ). It was difficult,
particularly for those maturer poets, to reject what they had always
been taught to admire. Indeed, the 'Epic' as a genre in poetry
has enjoyed high status among critics well past thelhalf-century, despite
the fact that the moral and social assumptions on which it is based are
no longer held as valid. Karl August Horst, a German literary critic
writing in 1964 was, however, shbwing_a more cautious approach to
the Epic, while in England at the same time J.H. Johnston was praising

the balance and vision of the heroic narrative form - . in the same vein as

C.M. Bowra's . scholarly exegesis of the genre (51a).

Horst's comment may now seem common-~place :

"If we honour a poet by designating his work as an Epic, is is always

intended as praise. The possibility that an epic poet might not

necessarily be a great.poet is simply not considered." (52)
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Certain aspects, synonymous with the much-praised virtues of the
Epic Genre, such as, for instance 'broadness® and 1independence® of
vision, 'balance’ and harmony’, are qualities which modern critics
still look for im a poet.

Indeed, the precccupation of scme cxitics with the concept Of/i
iwholeness ! can be tantamcunt to an obsession. Norma Rinsler,
for example, in her article on the War Poeiry of ppollinaire k53)
insists that he has achieved here a re-creation of life "in all its
truth” and that he has produced 'harmonies of life and death" and
other like '"mysterious fusions'". Giedion-Welcker (54), a German
critic speaking of the same poet, refers to his ""generous and universal
validity" (Jjene grosszﬁgige Allgemeingﬁltigkeit)° It is clearly
impossible to expect such wide demands to be fulfilled so unequivocally
by any one poet. Nevertheless; despite the formal debate about
the validity of the epic genre which has lead to some excellent critical
argument, its political and social relevance(54a) during. the war years must
not be overlooked. As a bastion of the Establishment, its weighty
rhythms and elevated sentiments gave a sense of solidity and confidence
(55), while its seeming imperviousness to the destructiveness of change
provided a major source of consolation at a time when the very
foundations of society seemed threatened with collapse (5% ). For
those burdened with a sense of impanding doom, the zesounding: phrases
of classical poetry were:a haven of order in the midst of chaos.
This éonserving, this ordering function was, and perhaps still is,
the main strength of the Epic; as J.H. Johnston convincingly emphasizes,
it "both orders and stabilizes the events of the present and unites
‘them with a significant historical céntinuity" (57). The Epic genre
can, however, only function successfully within a particularly stable

view of the inherent continuity and purposefulness of history and

tradition, The pre-war society offered just the enviromment where
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wthe meanings of abstractions seemed permanent and reliable'. Yet

it was inevitable that this idea of a ''seamless, purposeful history
(with) a coherent stream of time running from past through present

to future® (58) should be radically undermined by the physical, social,
political and psychological upheaval that constitutes war (58&)3}

The change that came primarily in a shift of moral attitudes,
socon extended to the way in which language itself was used t6 express
that change. In face of the new realities, poets came to realize that
the task of any valid poetry about the war was to reveal the new
relationships between word and event, between subjective and objective
worlds. This is how Franz Pfemfert perceived the new direction in
which war poetry had to ‘go.

Yeine Literafur9 die sich den Krieg zum Gegenstand wghltg muss,
um ihn zu bekampfen, Dimensionen der Aussage eroffnen, die sich der
neuen (ualitit des Verhiltnisses von Subjekt und Objekt anmessen, wie
es die Kriegswirklichkeit aus sich entliess!

(a literature, which choses war as its object, must, in order to
combat (this war), open up dimensicns of statement which are suited
to the new quality of the relationship between subject and object,
which has come out of the reality of war) (5.9).

The '"new quality of the relafionship between subject and cbject", .
meant, of course, the change in the poet'’s perception of the reality
of war. How a poet recorded this reality and to what extent his poetry
recaptured the 'truth’ of the war, became an increasingly important
condition of his acceptance by the public. The ‘documentary® facts

of the war, or at least; those conceived as such by the public, became

of overriding importance; because they constituted an immediately
verifiable "factual correlative of which millions were intensely aware'

(60)- Those who wrote about the war were perforce much preoccupied
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with persuading the public of the authenticity of their accounts.

Thus, for instance, Henri Malherbe, author of La Flamme au Foing

(1917) (61 ), which knew considerable success at the time of publishing
in 1917, is at pains to impress on his readers how he strove to

improve on Truth itself in order to make it (la vé&ité) "plus impé?ative
et plus accessible'. Again, Charles Tardieu, author of Sous la.

Pluie de Fer (17) (62) places.the same importance on accuracy. For

him the mark of value of a piece of war literature lay in the degree
of acceptance it gained from a 'real® soldier.
"Ma plus douce récompense serait qu'un vrai poilu, ouvrant par

- . A .
hasard ce livre, laissat échapper, en le refermant ces simples mots :

'C'est bien ca' ." £

'(My sweetest reward would be that a ‘real soldier?® opening by
chance this book, should close it again with the words ‘Yes, that’'s
Just how it was.")

It was a natural critical procedure to regard the degree of historical
accuracy of a particular author or poet as being closely indicative of
his general literary merit. This is, a:fter'all9 the force of Owen’s
ambiguous maxim "True poets must be truthful’, A second moral
dimension was also indissolubly linked with the concept of truth in
any assessment of a poet’s work. For a poet or writer to ignore the
realities of war was to put himself in the position where he céuld be
accuse d of being noi only inhuman but also a bad poet (63). <% fhe war
poet is therefore unusually open to moral as well as aesthetic criticism
(although critics such as J.H. Johnston (64) and Roger Little (65) would

deny the relevance of moral judgement) as J.G. Clark (65)

quite clearly reminds us ;-
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"Clest finalement 1la que le pogte est le plus tenu a respecter
la vérité historique, car la postérité le jugera en premier lieu
sur sa lucidité morale."

(It’s uitimately for this reason that the poet is constrained to
respect historical truth, for it will be first and foremost on thg’
lucidity of his moral viewpoint that posterity will judge him.)

The question of truth, morality and art and their interdepehdence is
a legitimate aesthetic problem (67) which will continue to occupy

particularly those who concern themselves with war literature,

Patrick Bridgewater, in German Poetry of the First World war, discusses just

this problem which he considers central to the failure of German
nationalist war poetry as;art. Lack of reference to reality, failure
to register any appreciation of the individual, human problems brought
by T war | (67a). , . impersonality and a lack of deep and
genuine emotion are the major weaknesses which he attributes to the
German poetry of this period, whether it be the product of the
Christian idealists, the socialist visionaries or the Pan German

mystics. "The chauvinist variety of war poetry" he concludes very

persuasively, "is a denial of the individual and therefore of art.' ('68)

Poetry of Transition.

Yeat's opinion that 'people much occupied with morality always lose
heroic ecstacy" is true in a positive sense he did not intend, when
applied to the development of war poetry from 1915-16 onwards.

As we have seen, the heroic clichés of an outmoded poetic convention
were increasingly rejected, as the distinctly unheroic nature of war
came to be recognized, The tbne of the later war poetry became inevit-

ably more solemn but it was not any easy task for the poet to find

an appropriate mode of expression for the new realities, as the follow-

ing examples testify.
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"0 horrible. How can the pen describe
The ghastliness of that which meets the eye

The devastation and the frightfulness 7" (69)

wChy le bruit terrible que méne la guerre parmi

le monde et autour de nous! OhJ le bruit térrible

de la guerre ¢{

(O the terrible noise that war makes in the world and around

us! O the terrible noised) (70)

llnier ist ein Ding.
Dort ist ein Ding. !
Etwas sieht sb aus .

Etwas sieht anders ausoi'

(Here is a thing/ There is a thing.

Something lcooks like this/ Something looks different.)  (71)

Wwhile Lichtenstein's approach is more experimental and Eluard’'s
deciddly lackadaisical, the first poem; written by an English soldier
poet of minor talent illustrates aptly the inability of convgntionél
poetic language to adapt to circumstance, After an expression of
loathing reminiscent of Shakespearean tragedy, followed by a few
polysyllabic reiteraticns of the same idea, the poet tries a more exact
interpretation of the reality before him..

" It seems as if some superhuman force

Vast and malevolent had passed this way

Tormented by the furies till its hate

Became insensate and demonaic. "

Yet instead of bringing the experience closer to the reader, which is
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presumably the intent of the poem, the accumulation of latinate
adjectives serves only to emphasize further the loss of descriptive
authority of classical imagery. A mythical interpretation of mass
technological destruction is no longer viable. In this poem there is a
distinct tensiocn between the attempts of the poet to make the truth

more ‘imperative® and °direct' and the non-compliance of vague ‘poetical’
modes of exXpression. A ‘similar tensicn {(between the two modés of
perception) is apparent in the patriotic poems of Apollinaire (see,

for example, : Chant de 1'Honneuxr }. where a conscious dissatis-

faction with the limitations of conventional poetry (in this case the

classical alexandrine) on the part of the poet leads to the introduction

of certain innovative séﬁi—asyntactical structures -'je chante un

chant pur le pfglude des chants's which militate against the smooth

flow of the traditional metre.

These tensions , thaf is,between the more ‘modern, direct' style

and the ‘poeticism’ of conventional poetry are detected in the English

war poets such as Graves and Blunden by Michael Hamburger, who charact-

erizes a certain unevenness of style as the "conflict between tendencies

towards the pre-war nature idyll or faery romanticism and the new

starkness" (72), Certainly the lighter side of Georgian erticai

fancy is to be seen in Robert Giaves' quaint anthology Fairies and

Fusiliers whose title involves a similar pun to that of Apollinaire’s
'L*Art et LArtilleur. The arresting association of the twb opposite

worlds of art and war in the two titles, makes an interesting link

between the related ideas of tradition and experiment, fantasy and realism,

all of which are themes treated in the works of Graves and Apollinaire.

Whereas Graves is conuént with the rather gimmicky impact of stark

contrast between the two styles - for instance, his poems alternate
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between the quiet pastel pastoralism of Under this loop of honeysuckle

and the brutal colour of To a Dead Boche (perhaps one of the most

oruescmely, realistic of any war poem written) Apollinaire's poetry
hovers less distinctly between the reality of the observable world

and fantasy (73). His moral view of the war did not lead him to such an
absolute polarization of themes as those found in English poetry9
neither to the particular English emﬁrace of drastic realism. And
perhaps because of his lack of humanitarian reaction, (but see éhpa 4
on this point) his style does ﬁot display the kind of development

away from pre-war poeticism as does the poetry of Cwen and Sassoon. He
has mothing new to say and did not need to adapt his style to say

it, Furthermore; his experimentation with new forms had loﬁg pre-
iated the outbreak of war Aand by 1918 he had gone a long way to solving,
in iiis own indepeﬁdent fashion, the old quarrel between tradition and
innovation - "la longue querelle de la tradition et de 1'innovation" (74).
The solution of this particular problem still faced Owen, Sassoon and

Rosenberg when they begin writing their real poetry of the war.

0O 000000000000 000
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(1) . For the rift between s oldier and civilian see, for exampie, Iric
(1) . e rift bet

Maria Remarque, Im Westen Nichts Neues (Propylaen-Verlag, Berlin

1929, p.163 £ff) which describes Paul Biumer's feelings of isolation
when he returns from the front line for a short spell of leave. ''Ich
finde mich hier nicht mehr zurecht, es ist eine fremde welt" (I don't
feel right here anymore, it's an alien world).

See also Jean Guehenno, La Mort des Autres (ed. Bernard Grasset, Paris

1968, p.88 ff) - "Il y a deux guerxes (...) celle qufon fait et celle
qu'on dit" (Alain).

Sassoon's poem Blighters (Selected Poems; p.l17) is a bitter indictment

of civilian ignorance and complacency and of the material comfort enjoyed

by war-profiteers. Apollinaire (Lettre 3 Lou, le 26 avril, 1915) is

equally critical of the easy civilian life in Paris:—

"Jue de loinAla vie que tu ménes a quelque chose d'insane. Pendant
que nous trimons ici et attrapons peut-etre la créve, on bamboche 3 Parisi"
(Seen from a diétance the life you lead seems almost insane. Wwhile we
are working like blacks here anq perhaps even getting killed; it's just
one long orgy in Paris).

See also Marc Ferro, La Grande Guerre 1914-18 (Collection Idées, 1969

p-256 ff and p.271 ff) on the social conflicts arising from the separ-
ation of the French nation into combatants and non-combatants. -

"La prolongation de la guerré faisait surgir des tensions inconnués.
Une société se transformait?"

{The continuation of the war brought unknown tensions to- the surface.
was this a society in the process of change?).
(2) Jon silkin, Out of Battle (Oxford Univ. Press, 1978 p-155)

(3) ~ D.S.R. Welland, Wilfred Owen: A critical Study (Chatto and

windus, London, 1978; p.29)

Julius Bab, in Der deutsche Krieg im Deutschen Gedicht (Verlag Morawe

und Schesselt, Berlin, 1914, Vorwort, p.3) refers, perhaps a little



prematurely, to the greater realism and authenticity of the ‘new’ kind
of German wazr poetry, and rejoices in its "firm, Dblessedly new and
natural form”, - *die feste, bagliickend neue und selbstverstindliche
Form,

(3b) The violent language of Futurism and Vorticism was regarded as a
fringe aberration by many of the Georgians and Marinetti himself was
considered a naive windbag. The iconoclastic, apoplectic mature of the
Futurist style rang hollow in face of the real thing. (See Bergonzi,

Introduction . See also Chapter 1, Footnote SO,)
(4) Rudolf Rinding in Dies war das Mass (Rutten and Loening Verlagg

1940) questioned the ability of poetry to assimilate the theme of war
at all (see, Chp. 1 p. 14£)

"Durch grosser Kriege Irszaal bin ich gegangen

Alle Dichter hatten ihr Recht verloren.

Anderes Mass der Dinge wurde geboren.'

p

(I have been through the chaos of great wars;

All poets had lost their sway

A new measure of things was born.)
In order to express this new order, he saw that impossibly radical
changes would have to be brought about not only in the langgage of

poetry, but in language itself - '"To do justice to this other world

{(of war) a new speech would have to be born'. (A Fatalist at War,

trans. Ian F.D. Marrow, quoted in Arthur E. Lane, An Adequate Response,

p. 52) This, of course, is an extreme view of the ineffability of
experilence,

(5) These movements, particularly in England and France, stemmed from

7

literary disillusion and much of the pre-war poetry represented a youthful
rebellion against existing conventions such as Romanticism (see, for
example, Brooke's 'sea-sick® poem); Academism (see Apollinaire's article

on 'Les Pompiers®' in Les Peintres Cubistes)and the Representational in art

(see Lichtenstein's famous ‘surreal’ images in Die Dammerung) (Therxe

were of course social overtohes to the revolt - for example, the
Imagists? dislike of °*Victorianism?; the utopianism, anti-militarism and
anti-authoritarianism of some of the younger Expressionists, the bohemianism

of poets like Alfred Jarry and the desire of Apollinaire to Vébater la
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bourgeoisie®). Yet inspite of their aggressive, even anarcaistic,

tendencies (see such reviews as Blast, La Kevue Blanche, die Aktion;

see also Roger Shattuck, The Banquet Years, (p.20 ff), thelr energetic

idealism was largely kept within the sphere of am apolitical aesthetic
criticism (see Uwe Wandrey, p.8) and manifested itself in a rejection

of existing poetic forms (see Johannes R. Becher, Die' Dammerung .5q

Lyrik des expressionistischen Jahrzehnts, p.102)

"Der Dichter meidet strahlende Akkorde
Er st8sst durch Tuben, peitscht die Trommel schrill

Er reisst das Volk auf mit gehackten Sgtzen‘“

(The poet avoids radiant harmonies

He blasts on the tubes, bangs shrilly on the drum

He splits the natioﬂfopen with his hacked up phrases.)
Ezra lround in a léss éxtreme, but equally vehement manner, criticizes
the work of contemporary pre-war poets?

"Good God!'. Isn't there one of them that can write natural speech
without copying clichés out of every poet still in the public
libraries? God knows; I wallowed in archaisms in my vealish years,
but these imbeciles don't even take the trouble to get archaisms which
might be silly and picturesque, but they get phrases out of just the

stupidest and worst-dressed periods.!" (quoted in Ross, The Georgian

Revolt, p.48)

The destructive iconoclasm of the Futurist manifestoes (Feb. 1909 -
1918) and their English counterparts in Blast (June 1914, Jul; 1915, ed.
wyndham Lewis) - reflected also in Apollinaire's rather aggressive article
on the destructive/re-creative powers of Art in La Phalange (Aug. 1908)

and his concept of a poetry at this time which could 'make and unmake?’

. n . ’ .
the universe (les paroles qui forment et defont 1°un1vers?0@. P. p.84)
(See Chp. 4 p. 193 was largely trivialized by the actual destructive

capacity of war itself. The realization of the extent of the devastation



= 92 =

brought with it a disillusion far profounder than anything hitherto

(cf. Vera Brittain, Testament of Youth, Victor Gollancz, London, 1935

p.170 ff)

See alsoc bzra Pound, LE.P. Ode pour l'Election de Son Sepulchre in

Selected Poems (ed. T.S. Eliot, Faber, London, Reprint 1973 pp. 173-6)

for an account of the progress of the poet®s disillusion, 1t is this
disillusion which most critics have seen as the major but not always
positive motivation of the later literature of the war. Sece, for instance,
J.F. Stern's rather unfair view of pacifist poetry as failed products

of a '"wistful humanism" in (Ernst Junger, A writer of our Time, Studies

in Modern European Literature and Thought, Bowes and Bowes, Cambridge,

1953, p.21). Similarly, Owen's poetry has been referred to as the

s . . R
r esult of a 'disappointed humanism® (quoted in Silkin, Cut of Battle,

op.cit.) Hemri Bataille, in En ces Tours Déchirants (see below) also

speals of the war as having surprised a generation of intellectuals in
the midst of a humanitarian dream - "Lfappel aux armes nous a surpris
en plein r&ve humanitaire, en plein id€al de progrés."

For the effect of this disillusionment in the art and life of the

post-war generation see Paul Valéry, La Crise de 1'Esprit (1919), which

presents the European intellectual as a Hamlet of the modern Age. See

also Robert Wohl, Generation of 1914, Introduction.

(6) FPaul Fussell, The Great War and Modern Memory (Oxford University

Press; 1979, p.22).

(7) See for instance Reinhard Olt, Krieg und Sprache: Unte?suchungen

zu deutschen Soldatenliedern des Ersten weltkriegs.(wilhelm Schmitz

Verlag in Giessen, 1981; p.197)

"Insofern stellt der gesamte Vorgang eine Flucht aus dem realen

Dasein in eine Scheinwelt dar, die es‘ermaglicht, sich iiber die

grauenvollen Eindriicke hinwegzusetzen und sie letzlich zu verdringen."
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(Thus the whole procedure (of the soldiers’ songs) represented
a flight from real existence into a world of illusions, which made
it possible to cope with the horrifying impressions of war and finally
10 suppress them completely).
See also Uwe wandrey, op.cit. p.62 £f, of the Expressionist war pcets:-
"Krieg wird in seiner realen Lrfahrung von den melsten Autoren
allgemein abgelehnt.®
(Warsas it was experienced inral life, was generally denied by
the greater part of writers).
As a typical example of the kind of outrageous euphemisms for war churned
out by patriotic poets, he quotes (p.420) a passage from the worker-poet,
Engelke, which is as follows%-
"yerfinsternd qualmerdes Schicksalgewitter
Undvmgchtigés M3hen des Todes.™
(Looming black vapours of the storm of Destiny
and Death's powerful reaping)

Almost exactly parallel images abound in the corresponding French (cf.

Eléonor Daubrée) and English poetry.

(8) Soldier Poets, Songs of the Fighting Men; (Erskine Macdonald,

London, 1916, p.45).

(10) Henri Dérieux, En ces jours déchirants (Payot et Cie, Paris,’

1916, p.28).

(11) Eléonor Daubrée, A Tous Nos Morts Sublimes (Jouve, Paris, 1915,

p.35)

e

(12) See Elzbieta Grabska,’'Les Poémes de Guerre d'Apollinaire et

- - 0 - ’
L' Imagerie Populaire, in Que Vlo-ve? Juillet/Oct, 1979, p.2.
"La majorité des mémoires nés sous les lignes de front, témoignages
iconiques ou verbaux et leurs &chos diffus@s par la presse, utilisent

toutes sortes de clichés et de stér&otypes."
(The majority of the 'memoirs' coming from the front lines,whether

they be iconographic or verbal records and echoes thereof, broadcast
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through the press, all use cvery poss bie kind cf cliche and stereotypc)

(13) Henri Bataille, En ces jours déchirants, (op-cit., Freface, p.9).

(14) The Lgoist (bDec. 1914) produced what is probably one of the
earlicst satirical poems to come out of the war.

vAt the sound of the drum

O Tommy, they've all begun to strum

(eee)

And they give you a pain in your tumty—tum
b

)
At the sound of the drum,of the drum, drum, drum.

(sjuoted in Ross, The Georgian Revolt; p.164)

Kobert Nichols was still publishing in June 1917 poems which were
not far removed in flavour from such parodies, for example - Qut of

Trenches : The Barn Ivdljéht in Ardours and Endurances, p.30.

"In the raftered barn we lie
(ee-)
'Gitus a tune mate' ‘well, wot say ?°
'Swipe 'The Policeman's "OlidayV,;,“
'Tiddle - iddle - um - tum,
Tum - TUM'.
(15) The 'war? poems of Alfred Henschke, (alias Klabund), for example,

were popular for their catchy folk-song rhytbhms which .a Leipiig.literary

paper (Literarisches 2entralb1att, Leipzig) reviewed as being "almost
like the strains of a Goethian choral society'" ("In beinahe goetheschem
LiedertafeitOne"). His poem Siegeslied (Song of Victory) was praised

by the same editorial for its "“solemn and passionate joyfulness'.

Klabund's war anthology Dragoner und Husaren was mostly written before

the war. Klabund himself was never fit enough to see active service.

Léon Riegel in Guerre et Littérature, (p-.86) refers to the popul-
arity of the epic~heroic style in French patriotic poetry in the early

years of the war. 'La conception de la guerre comme une epopée triomphale
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semble avoir eu un cours dleve i 1'dpoque. Le style (&tait) proche
de celui de la Chanson de Geste'.

(The idea of the war as a triumphant epic seems to have had a
great popularity at that time. The style was near to that in the
nedieval verse-chromnicle ).

This ‘romantic' approach to war derived in part from the applicati on

of literature to war. cf. E.J. Dent, in The Cambridge Magazine quoted

in A.E. Lane, An Adequate Response; p.73.

"No Englishman can ever quite eradicate the national tendency
to romanticism, just as there,;is, according to Romain Rolland, an
essential Massenet that slumbers in the heart of every true Frenchman.
It was the first shock of the moment that the romanticism Sassoon so
hated came uppermost'.

(16) Frank Swinnerton, Background with Chorus, quoted in R.H. ROss;

p-163. See also Frank Swinnerton, The Georgian Literary Scene; (Dent

and Sons, London, 1938, p.204).

(17) Léon Lahovary, La Jonch8e, Po2mes de 1'Année Glorieuse 1914-15,

(ed. Perrin, 1916, Avant-PropaS; p.Xxv).

(18) Julius Bab, Die deutsche Revolutionslyrik (Verlag Strache; Wien

und Leipzig, 1919, Einflhrung, p.15)

(19) R.H. Ross, The Georgian Revolt, Rise and Fall of a Poetic Ideal
1910-22 (Southern Illinois University Press; 1967, p.165).

(20) Patrick Bridgewater in European Studies Review (Vol. 1 No. 2 1971,

p.149) K

(21) Léon Lahovary, op. cit. p.xiv.
(22) The reviewer is talking of the later English poetry of Owen,

Sassoon, Rosenberg, etc. The .German poetry, remained on the whole

fixed in an abstract peetic style. (See Uwe Wandrey, bas Motiv des

Krieges in der Expressionistischen Lyrik, Footnote 7 above) although

the unheroic nature of war was all too apparent, even to non-combatants ,
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as the civilian poet Xlabund in a poem Die Pallade des Vergessens 1n

Gesammelte Gedichte (Fhaidon-Verlag, Wien, 1930, p.270) clearly reminded
his readers:‘

* iinst war der Krieg noch ritterlich

(o cococccosccccocoocooccoc0co00oe )

Einst galt noch im Kampfe Kopf gegen Kopf

Heute druckt der Chemiker auf den Knopf

Und der Held ist vergessen, vergessen.

(Unce war was chivalrous, once it was head to head in battle
Today the chemist presses the button and the hero is forgotten,

quite forgotten)

(23) Henri Bataille, in En ces Jours DEchirants, op. cit. (Introduction

e

p-13).

"La terrible monotonie quotidienne de la guerre moderne fait son
ocuvre et ensevelit injustement la splendeur d'un héroisme obscur, sans
cesse renouveléd (...) Et puis, & l'apparition d'un podte &pique, il y
a un obstacle plus considérable encore. C'est que cette guerre, (..)
n'est pour nous qu'une guerre de défense, une guerre haie de l'esprit,
méprisée du coeur"

(The terrible daily monotony of modern warfare takes its toll and
unjustly buries the splendour of ohbscure, but endlessly renewed her;ic
acts (...) And furthermore, there ;s even a greater obstacle to the appear—
ance of a war-time epic poet, namely, that this war is for us only

a war of defence; a war hated by the intellect and despised B& the

heart).

(24) Henri Dérieux, op.cit. p.50.

(25) Emile villard, Guerre et Poésie 1914-18 (La Baconni®re, Neuchi3tel,
1949). '
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(26) Cf. tis publication of L'sAntitradition Futuriste (29 June 1913),

written with the approval of Marinetti, violent both in form and
content, it gave him the reputation for belonging to a lunatic fringe
of anarchists.

(27). Georges Duhamel, in a rather ungenerous article; Les Poetes et

le poésie (Mercure de France MCMXIV p.315 ff) placed him squarely .among
the 'fantaisiste' poets, which was not surprising as he had already

appeared in Vers et Prose (Dec. 1913) under that title., Duhamel, how-

ever, later retracted his harsher observations.

(28) Roger Little, Guillaume Apollinaire, (Athlone French Poets, 1976)

(29) Ce.P p.304.

€ i .214
(30) In, for instance, the poem 2 _Canonnier Conducteur, Oe.P., pP.2

(appeared March 1915), Of this poem he writes to Madeleine, le 18 Juillet
1915 - (T,S,Gallhﬁard, 1952, p.64)

"(le potme) ne laissait aucun doute sur mes sentiments anti-boches,
sentiments qui n'@taient pas nouveaux chez moi'.

((the poem) left no doubt as to my anti-boche feelings, feelings
moreover which were not new to me).
(31) For instance,he wrote in Clio (Gallimard, 1932, p,218)

"Ce qu'il y a peut—étre de plus grand dans le monde: d'étre tranché

dans sa fleur, de périr inachevé; de mourir jeune dans un combat militairer.

(32) Edmund Gosse in Some Soldier Poets in The Edinburgh Review (Oct.

1917 pp.296-316) likens Brooke in reputation to the French Charles Péguy
- "(Brooke) is to English sentiment what Charles Péguy is to Eiance,

an oriflamme of the chivalry of his country',

(33% Geoffrey Matthews in Stand (Vol. 1V, No.3) speaks of such poems

which "celebrate the export of English goods'. (quoted in Silkin,

Out of Battle, op.cit., p.67).

(34) walter Flex, Gesamnelte Werke (Erster Band, Beck'sche Verlag,

Minchen, no date, Einleitung).
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(35) sScey, for exanuio Léon Lahovary, op.cit., Introduction.
"mie pardonnera-t-on aussi dfavoir un peu trop souvent peut—@tre
décrit ef chanté de préférence dans ces podmes, le cBté sentimental

et idyllique de la guerre? J'ose 1'&spérer' (And will I be pardonned
my Ereference for having perhaps too often described and sung the
sentimental and idyllic side of war in these poems? 1 dare hope s0).
(36) cf. Ross, oOp.cit. p.163; "only a handful of poets and reviewers
(of the less popular press perhaps?) were taken in by the deluge of
patriotic verse which the war loosed ﬁpon LLngland®
(37) Paul Fussell, op.cit. pp.22-3. Reinhard Olt, op.cit. p.196;
comments on the same phenomenon which occurs in German Soldiers' Songs,
which used classical conventions to describe death and generally
followed the literary tré&itions of the 19th Century in their repres—
entation of the gqualor and horfor of war., This, despite the fact
that these songs came from the section of the German army where one
might most expect a down-to-earth realismi-

“Angesichts der verfnderten Kampfbedingungen (... ) ist der heutige
Betrdchter doch einigermafen verblifft, dass die sprachliche Verarbeitung
des Grauens eines modernen Krieges in den Kriegsliedern nicht entsprechend
bemerkbar ist. Die Euphemismen wie:-

Auf dem Rasen ruht so mancher Kamerad

Auf fremder Erde schlafen wir

Aus der tiefen Todeswunde entquoll deXr letzte Tropfen Blut.
(zeigen dap) die Symbolik und Metaphorik sich demn offenbar duch sehr
stark an den Todesvorstellungen und-darstellungen, wie sie seit der

Antike bekannt waren und im 19 Jhdt, im Gefolge der Befreiungskriege,
in nahezu Ubertriebenem Maﬁe zum Ausdruck kamen: Dulce et Decorum
Est Pro Patria Mori.

(Im view of the altered conditions of war, today'’s observer is somewhat
astounded to see that the linguistic treatment of the horror of modern

warfare is not correspondingly praminent in the war songs. Such

euphemisms as:
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In the green grass rany a comrade restis

in foreign fields we sleep

Fram the deep death wound the last drop of blood sprang
show that the symbolic and metaphoric systems obviously deriving so
strongly from the representations and imaginative recreations of death
as known fram Antiquity and in the '19th Century, in the wake of the
war of independence, were revealed to an exaggerated degree in the

phrase:”Dulce et Decorum Est Fro Patria Mori.' )

(38) Oe.P. p.786 Foéme Epistolaire — Ne Te Moque donc pas.

(39) Soldier Poets, Songs of the Fighting Men, .op.cit. p.8.

Lahovary speaks of the soldier in almost exactly the same terms -
"Je lui donne la bravoure d'un César, d'un Roland sur le champ

de bataille'.

P
(40) Robert Nichols, Ardours and Endurances; p.438.

(41)  Hermann Broch, Dichten und Erkennen, (Essays I) (zurich, 1955,

p.307) quoted in Literarischer Kitsch, (hrsg. Schulte-Sausse, Tubingen,

1979 p.565 speaks of the "evil nature! of sentimental literature, which
he sees as deriving from a sigeneral hyprocrisy about life, lost in a
monstrous undergrowth of sentiment and cliche'. (Der Kitsch ist das
Bose im Wertsystem der Kunst. Es ist die BOsartigkeit einer allgemeinen
Lebensheuchelei, verirrt in einem ungeheuren Geftthls—und Konvenﬁgest;ﬁpp.)
Schulte-Sasse denies any such intent to deceive on the part of the
writers of sentimental iiterature gecause, he maintains, the conventions
of 1ts imaginary world are so transparent_ ("Allein das Dickicht der
Gefiihle ist nicht dicht und die Konventionen sind so ﬁbersehbéé, dass
man §ie kaum der Llge zeihen kann'). However, the convenfions were not
so self-evident during the war, as the public had little first-hand
knowledge of the real conditions against which they could measure the
image of war presented in the literaturéo This is why sentimental cliché
in the vein of "And danger and Death were as wine/ o mother of mine"

made such acceptable fodder for the Home Front. In some ways, the
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sentimental patrioti& literature was a dimension of official censure-

ship, for the poetry of Drooke, Nichols, Verhaseren and Lersch was as equaliy
misleading as the media, whose responsibility it was to produce consolatoxry
fictions. ' Apollinaire wrote to Lou in April 1915 complaining of

the falsity of newspaper reports — '‘les journaux ne reflétent nullement

ce quest la guerre. C'est que les journaliste