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Cemetery Plots from Victoria to Verdun: Literary Regmetations of Epitaph and Burial
from the Nineteenth Century through the Great War

Abstract

by

HEATHER J. KICHNER

Cemetery Plotsonsiders the rhetoric of burial reform, cemetearniedtoms, and
epitaph writing in Great Britain from the mid-nineteendntury through the Great War.
The first half of the dissertation studies mid- and-Mictorian responses to death and
burial, including epitaph collections, burial reform doeunts, and fictional
representations of burial and epitaph writing, espedialtile novels of Charles Dickens.
It traces expressions of cultural anxiety about indivitijpahd the preservation of
identity through an examination of Victorian mourning custamd literary
representations of memorialization. The second hdli@tlissertation studies this same
discourse of burial, epitaphs and mourning in the fictioemoirs, diaries,
correspondence, and poems produced in response to the &itdt\Wiar in order to
understand how writings about individual memorializatibarged in post-war British
literature and culture. By examining how authors sudbhasles Dickens, Ivor Gurney,
Robert Graves, Siegfried Sassoon, and Virginia Wouadt&about cemeteries, epitaphs,
and burial practices, the dissertation demonstratesiewxaltation of individual
identity in nineteenth-century memorialization practigase way to an increasing
skepticism about the delineation and preservation ofishality in the early twentieth

century, as war writers altered and even disregardedndotnotions of the individual



when they wrote to remember. The Victorians’ consuompdif epitaphs, social novels,
and reform documents like Edwin Chadwickanitation Reporprovided the chance to
develop new ideas about the individual, as well as mogicustoms, social standing,
and definitions of middle-class identity. By the time&l\f wroteJacob’s Room
however, the power and centrality of cemeteries andithdaal epitaphs had been called
into question. Because of the Great War, writers hatedo doubt the stability of both
language and identity, and their fiction, poetry, and mesreffectively challenged the
ability of individualized burial practices, lengthy epitapbsother traditional forms of

memorialization to capture the identity of the dead.



Introduction: Arriving at the Cemetery

Here in this grave there lyes a Cave,

We call a Cave a Grave;

If Cave be Grave and Grave be Cave,

Then, reader! judge, | crave,

Whether doth Cave lye here in Grave,

Or Grave doth lye in Cave?

If Grave and Cave here buried lye,

Then Grave where is thy victorie?

Go, reader, and report here lyes a Cave

Who conquers death and buries his own Grave.

—Charles NorthendZhurchyard Literaturg1874)

Charles Northend includes this ten-line epitaph for a naaned “Cave” in his
1874 collection of epitaphs call€hurchyard Literature or Light Reading on Grave
Subjects Northend’s book is one of many collections of ggigpublished during the
nineteenth century. This epitaph raises particular quresstibout the presence and
absence of bodies and the audience for memorializingharitT he writer of this riddle
emphasizes his proximity to the tombstone and beckongd#der to look “here” in “this
grave,” although reading this epitaph on the pages of Bladth book would have had
quite a different feel than reading the text on the toomgsitself. The reader could,

however, imagine himself standing next to the graveestothe cemetery; indeed, the



opening lines invite intimacy, drawing the reader into theleidd he if-then question
posed in the next four lines presents a common epitapiese the voice from the stone
directly addresses the reader and asks for judgment asmleation. The author makes
a Biblical reference, Chapter 15, Verse 55 of First Goiams, but substitutes “Grave”
for “Death” when asking, “Then Grave where is thy via@fi The spatial impossibility
invoked by the epitaph seeks rhetorical power over dd&the Grave holds Cave but
the two words represent similar vacant spaces, therchawne hold the other? It
guestions the act of burial itself and concludes tHadtii Cave and Grave are buried,
then death loses its grip. Again using a popular epitapic,ttte writer engages the
reader to go forth as a witness to "report" this victeioonclusion. In this, as in many
similar epitaphs from this period, the reader is invited ag plgnificant yet shifting roles
as interpreter, judge, and reporter.

The “Cave” epitaph raises many issues that are ceatthis dissertation, which
addresses the changing relationship between acts of natiakcés of writing about
burial from the mid-nineteenth-century through the Firsrld/War. Like the
dissertation, the “Cave” epitaph questions how wgittan represent the human body; it
demonstrates how memorializing writing can become higttgrtiextual, and how
writing and remembrance are interrelated. Both the “Cepitaph and this dissertation
are concerned with the words we use to “name” bodiégeaves, and both scrutinize
the relationship between epitaphs and burial that becartieuterly charged during the
nineteenth century.

During the eighteenth century, the poetic epitaph, rpagelar by writers like

John Donne, John Dryden, and Robert Herrick during the ssam@h century, continued



to increase in popularity.During both the seventeenth and eighteenth centtinies,
English poetic epitaph became “a vital literary gerf&odel 5). Yet during this period,
scant attention was paid to the writing of actual, Usgdiaphs that might decorate
tombstones, especially for the middle classes, bedadsgdual plots with gravestones
for any but the wealthiest citizens were yet uncommostead, most churchyards
housed communal graves, and, although a few social ajuestioned this practice, little
action took place to address the situation. Connectiens mot yet being made between
burial practices, public sanitation, and good health, thouggethssociations eventually
shaped the burial reform movement in the nineteenth ceaharyrelped to transform
popular assumptions about individual burial and memorigizatWhile some epitaph
collections appeared during the eighteenth century, mabkeof, like Thomas WebbA&
New Select Collection of Epitap{is/75) and Thomas Caldwall’s Select Collection of
Ancient and Modern Epitapl{&796), focused on what the collectors considered to be
“the most remarkable inscriptions” and epitaphs writeegrfeminent personages.” It was
not until the nineteenth century that most collectorsigenl actual, utilitarian
inscriptions for use on individual grave stones. Byrineteenth-century, epitaph
collectors no longer exalted “select” epitaphs about fiemi’ members of society, but
instead wrote upon varied epitaphic subjects with a braadéence in mind. This
change in assumptions about how epitaphs were produced asudrami—both on
gravestones and in literary collections—arose in ga# @esult of the burial reform
movement in England, as changes in burial practicesaavgldegan to proliferate in the

1830’s. A new emphasis on individualized burial revitalizedcerns for personal and

! For a detailed analysis of the rise and fall of epii@poetry in the seventeenth and eighteenth centuries,
see Joshua Scodeldie English Poetic Epitaph: Commemoration and Conflict from Jonson to
Wordsworth



distinct memorials on gravestones, and epitaphs bebathenmore widespread and more
desirable commodities as part of this process. BydHg ®ventieth century, however,
the onset of World War | challenged the meaning and valegitd#phs, and both war
writers and novelists began to question the power setheemorializing verses and to
envision how commemorators might honor the dead inways. This dissertation
traces these changes in the cultural meaning and memogaiunction of epitaphs and
epitaphic language from the nineteenth into the twentetiury, and charts the intricate
relationship between burial practices and forms of inldial and collective
commemoration during both periods—focusing in particulatherVictorian burial
reform era and the years during and immediately aftelldN¥war I.

My discussion of the changing literary and historicaiventions of epitaph
writing and the value placed upon individual burial is sédawithin a much wider
culture of mourning during the nineteenth century. This dasi@ften distinguished by
a fascination with death and the customs and ritualsi@assd with mourning. This
explains why James Stevens Curl calls his seminal WoekVictorian Celebration of
Death(2000). The nineteenth century saw the creation of extehsmeral ephemera,
the growth of the undertaking trade, and an onslaughtyaf fonerals’ It also ushered
in public debates about more problematic burial issuesfosibered legislation

addressing grave robbing and medical experimentation onesoagswvell as new

2 James Stevens Curl discusses funeral ephemera, suchuasng garb, memorial cards, and children’s
books, all important accessories associated with oftmmanourning during the Victorian era, in Chapter
7 of The Victorian Celebration of DeattHe also covers “The Royal Funeral” in Chapter 8. Ghitengs
traces the rise of the undertaking trade in Englartidetoise of individualism ieath, Burial, and the
Individual in Early Modern EnglandGittings links the rise of the profession to inciegs
commercialization and specialized professionalizatiBaul Fritz also provides a discussion of the history
of the undertaking trade in his article “The Undertakingd&rin England.”
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technologies addressing fears of accidental béiri@Lieen Victoria’s perpetual state of
mourning after Prince Albert’s death in 1861 distinguishegthgafter Albert’s passing,
Victoria wore black for the remainder of her sixty-fomar reign and never truly forsook
her seclusion and depressibihere was criticism that Victoria had become obsksse
with her grief; this, in turn, raised questions about hogrteve, how long to grieve, and
how much to grieve. The Queen turned to the oneeoifrtbist significant pieces of
mourning literature for solace: Alfred Lord Tennysomsviemoriam(1850). Victoria
said the elegy brought her solace and helped her througixtemded mourning for
Albert. Tennyson’s poem not only voiced the poet’'s owngreisstruggle with grief but
also raised more general questions about science andlfaikemoriam an epic model
elegy, helped to define the grief-centered culture of tle¢ovian period and remains one
of the most important poems written in the nineteeethtury.

Public mourning again shrouded England upon Queen Victoria’slemise in
1901. Her funeral was the most full and magnificentokind since the Duke of
Wellington’s ceremony a half-century earlier (Wolffe 232)ueen Victoria was interred
beside Prince Albert in the Frogmore Royal Mausoleufimad resting place she
designed for them to share, behind a stone door markedevithidnds: “farewell best

beloved, here at last | shall rest with thee, whketin Christ | shall rise againKihgs

% The best source of information on body snatchingeties and the ramifications of the Anatomy Act of
1832, which designated that the bodies of those who died imausks were appropriated for medical
dissection, is Ruth RichardsorDgath, Dissection, and the DestitutEor a discussion of premature burial,
see Martin Pernick’s article, “Back from the Grave: lReiag Controversies over Defining and Diagnosing
Death in History.” The fear of premature burial dgrivartime conditions resurfaced before and during
World War 1. In 1896, the Association for the Prevemiod Premature Burial was founded. Their
publication calledP’remature Burial and Its Preventiongcludes concerns about the war wounded; they
desired to help men “on the battlefield, where...thergoambably hundreds hurriedly buried” (15). For
another discussion of premature burial concerns dtinm@reat War, see Eric Leddp Man’s Land:
Combat and Identity in World War |

* For a detailed discussion of Prince Albert’s death Gheapter 7 of John Wolffe'§reat Deaths:

Grieving, Religion and Nationhood in Victorian and Edwardian Brit@mxford: Oxford UP, 2000); Curl,
The Victorian Celebration of DegtB@22-48.



and Queens After Victoria’s death, “obituary columns, public miegs, and church
services, culminating in the funeral itself, testiftedhe depth of national and world-
wide emotion focused on this single human being” (Wolffe e death of Prince
Albert and the mourning of Queen Victoria underscored thelodty of mourning
during a time when the very act of remembrance was sudetiny.

Questions about remembrance naturally came into piéwtkae onset of burial
reform legislation during the nineteenth century whenrsgyeiblic health, interment,
and burial ground acts were legislated. The desire fvidually-marked graves
certainly predates nineteenth-century reform, but expeatatibout individualized burial
and commemoration were renewed at the apex of graves@ndling in Victorian cities
and during the development of Victorian middle-class asipims. The beginning of
significant burial reform activity can be traced to theorporation of the General
Cemetery Company in 1832 and the consecration of Kensah@tee first public
commercial cemetery, in 1833. Six other commercialateres followed in Kensal's
wake (1836-41), and this led to legislation such as the Cen@lauses Act in 1847,
which provided general guidelines for the establishment aasight of these grounds,
which were run like businesses. During the second hatieafineteenth century, focus
and power shifted away from the joint stock cemeterypaones and into the hands of
bureaucrats and, eventually, local authorities who wauidburial boards, oversee public
grounds, and set burial fees. With the Metropolitan Cy@aces Act in 1877, several
overused burial grounds closed for burial and were re-enedias public gardens. As |

will go on to show in Chapter One and throughout the dessen, these and other
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Victorian burial reforms highlighted the complex and leva relationship between
public health, social mobility, and the cultural valuendlividual identity after death.

This dissertation focuses on a wide variety of gentestudies not only epitaphs
and epitaph collections, but also novels, poems, docsmetters, and diaries to
consider how memorializing practices negotiated defimgtiof selfhood, status,
propriety, and public recognition. The novels discussehlarfirst two chapters include
Charles DickensBleak Hous€1852),Little Dorrit (1855), andl'he Mystery of Edwin
Drood (1870), with briefer discussions of works by ElizabethkedsWilkie Collins,
Sheridan LeFanu, and Bram Stoker. These novels incogpsmahnes of gravestones,
interment, and epitaph writing. Some of these fictida@ial scenes are serious in tone;
others, like those i€armilla, The Woman in WhitandDracula are more fantastical.
Although a fictional fascination with cemeteries, aplis, and grave markers surfaced
often in nineteenth-century Gothic literature, theséstare not at the center of this
project. Rather, the works | discuss most extensietg are concerned with mass
burial, sanitation reform, and the difficult task ofmeializing the dead. | am thus most
interested in works that bear witness to the soamlfications of burial reform.

The second half of the project features works concerrtédbwrial practices and
mourning challenges brought on by the First World War, inctyirginia Woolf's
Jacob’s Roon{1922), Robert Grave§&ood-bye to All Thatl929), Siegfried Sassoon’s
Memoirs of an Infantry Officef1930), Edwin Campion Vaughn's Mem@&bme
Desperate Glory{1917), and war poetry by Ivor Gurney. These literad/@iitural
discussions in the second half of the project pick up twenty years after those works

discussed in the first half. In intervening years, ftbm1890’s to World War |, England
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underwent numerous changes, including shifts in populatidiicpbunrest, and the
Boer War (1899-1902). Yet because the Boer War was so much smaller ia gan
the First World War and, as in previous wars, the dead tuatied in mass graves
(Trumpener 1096), the Boer War did not seem to inspiréetieg of cultural anxiety
about burial and remembrance that we find in contempeovatings about the Great
War. World War | marked a significant change in tleatment of the war dead when
officials inaugurated new methods of remembrance andiBtiiad, with limited
success, to individualize victims of war. The seconddfélhis dissertation thus focuses
on this second period of change in British commemoratigetices, along with the
wartime conditions that precipitated them. It arginas, as a result of the First World
War, Britain confronted anew some of the problems adeldessthe burial reform era
and developed new methods of tribute—such as the Tomle afrtknown Soldier—that
sought to address, and at times embrace, the anonymiitg ofartime dead.

As a result of this renewed confrontation with massatsiand anonymous
corpses, moments in Virginia Woolf's fiction echockirian themes of death and
identity. Woolf fictionalizes the challenges and busdehmemorialization, often in the
context of war, as seen in the grief-motivated plét¥agob’s RoomMrs. Dalloway and
To the LighthouseLike Dickens, Woolf includes central memorializing sce it
Jacob Flanders and Septimus Smith seem more present-wmolig characterized in

death—after their bodies are broken or banished from their nagativl heir

® Although there were a few additional burial laws enadiedal legislation generally declined during this
period.
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“corpselessness” becomes powerful in its own igBibthBleak HousendJacob'’s
Roomfeature cemeteries, but Woolf manages to convey identtg in terms of spirit
than body. Although she punctuaesob’s Roonwith moonlit cemeteries and
inscribed tombstones, these elements do not bestowtideptin the dead or even play a
significant role in the process of memorializatidrney seem rather like vestiges of the
past, identifying markers that have lost their commema @ower.

Thus, by comparing the memorializing practices of thesepwyiods through
their literature Cemetery Plotsonsiders burial customs and epitaph writing in i@tetio
the production and disruption of individual identity. Thstfhalf of the dissertation
focuses on actual and fictional epitaphs, burial troped reform documents to elucidate
Victorian ideas about mourning and individuality, while theosel half charts the
resurgence of burial issues and cemeterial themes itdWar | poems, fiction, and
memoirs. Ultimately, the project argues that the mé&tping power of epitaphic
language idealized in Victorian literature and culture beégatecline when war writers,
facing the absent and fragmented bodies of battle, tosleev commemorative
challenges and questioned the previous century’s methanidivitiualized

remembrance.

Important Terms: Memorialization, Identity, Burial,caBpitaph
This project focuses on memorialization, a term thatrefer to countless
practices and forms of remembrance. Memorializagées place through gravestones

and statues but also through mourning customs and rituatkis lessertation, | use the

® Here, | am indebted to Allyson Booth, who uses “Cdgssmess” as the title for Chapter One of
Postcards from the Trenchél-49). Booth argues that when the British government didlloov the
burial of the war dead on English soil, they also ofaied the soldiers’ sense of home.
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term “memorialization” primarily to mean words or stiwes meant to honor, remember,
and/or represent the dead. Memorials often involvengrithnd writing can express
grief, both individual and collective, as writing seekdotcate, identify, name, and
personalize the dead. Burying, demarcating and labelingeogpe ways to organize
death and assert control at a moment when humanthéelelast powerful. Epitaphs—
words written to identify, describe, or honor the dead—tagemain forms of
memorialization considered here because when bugahnbe more individualized over
the course of the nineteenth century, so did the writtams that accompanied it. By
studying burial practices and the development and languag&aydtex we can more
carefully analyze the fascination with death that diain Victorian fiction and culture.
Writer-reformers like Charles Dickens, Edwin Chadwiakg &eorge Alfred Walker
addressed concerns about social and memorializing rebpitiesiand sought remedies
for cemeterial overcrowding and unidentified graves. Many eamgh-century novels
presented themes of burial atrocities, mistaken epitapiasdisrupted graves—all of
which related to fears about the relationship betwessscpropriety, and acts of
memorialization.

The concept of identity also permeates this project,cdparticular importance is
the term “individual identity” as it relates to burigpitaph, and acts of remembrance.
Certainly, different concepts of identity exist whenaewasider any process of individual
personal development or cultural formation. My condere, however, is with the
process by which the living seek to shape, define, or dereateaindividuality of the
dead through acts of memorialization. Because nineteemtiury burial reform brought

attention to individual bodies in distinct and sepalateal spaces marked by grave
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stones, it influenced the idea of how individuals wersemabered. In this context, an
individual’s identity is the accumulation of both peraband social data that shapes the
person’s status and reception in society. Identitgi®nfixed; when it comes to epitaph
writing, it is probably at its most fluid. Whether pesplepitaphs are self-penned or
formulated by others, identity is often expressed insnhgt are more fanciful than
factual, more anecdotal than documented. In death, pechkracteristics, status,
aspirations, and achievements are often establishea$y tho are charged with
remembrance and with capturing identity through languagenb$tones are designed to
work metonymically; that is, their meaningfulness isdzhon an understood contiguous
association between corpses and grave markers. Thensact as reminders and
extensions of the dead, and corresponding epitaphss@had, at the very least, to
identify the grave with a name and perhaps birth/death)dateserve the memory of
individuals. A tombstone is usually intended to represartbody buried beneath it.
Whether it was during the cemeterial overcrowding of theteenth-century cemetery or
the devastation of World War I, when mass and anonymanigl$ disturbed this process
of signification, epitaphic language no longer worked;nigeonymic relationship
between bodies and stones became unreliable. Inpkesels, writing, whether fictional
or epitaphic, became a means of achieving appropriate remerapeswell as a means
to examine and repair the loss of individual identity in lleat

The term “epitaph” comes from the Greek “epitaphioghich translates literally
into “on the tombstone.” Epitaphs operate in three gnymvays: they indicate the
identity of the dead, they reveal their resting plaaed,they serve as focal points for the

living—either to facilitate mourning or to provide more dethileformation—even
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entertainment—to people passing by. The audience for epitapbs greatly, so
epitaph writers have especially challenging tasksadh the two main audiences for this
writing are completely different; epitaphs are mdaréngage both those intimate with
the dead as well as complete strangers merely passinfhiey. seek to reach those who
knew and cared for the deceased, but also people who hademoimet them.
Furthermore, epitaphs can express two voices: onati®thhe dead themselves, and the
other is that of mourners. With some epitaphs, teesage seems to come from the
grave; with others, the message comes from the liviiigweg point of view in words of
pain, loss, hope, or admonition. The epitaph writeemyrand varied responsibilities—
capturing identity, considering audience, consoling mouynensembering individuals—
complicate the task of memorialization through a p@ceriting on a tombstone.
Although often poetic in form, epitaphs are more a&indrrative in that, in their
most basic form (name plus birth and death dates) dleeyify a person and convey the
linearity of life that could be associated with storjtell’ One of the ways we construct
meaning and attempt to capture reality is through our ordefimg® in narrative form.
As Hayden White puts it, "Narrative is... a human univeasal.. the basis of which
transcultural messages about the nature of a sharég caal be transmitted” (1). The
narrative of life begins at birth and ends at death, aitdpd1s remind us of life as
constructed in an organized, linear fashion. At the |egdiaphs point out birth and
death dates and suggest a life lived in between; longer,endvellished epitaphs

provide fuller characterizations. They might includerglationship of the writer to the

" While considering the linguistic theories of Martinittsgger and Jacques Derrida, Karen Mills-Courts,

in Poetry as Epitaph: Representation and Poetic Languegapares poetic techniques to those of the
epitaph writer, concluding that poem are actually simdanscribed tombstones that simultaneously evoke
presence and absence. Epitaphs and poems can both bs se@img that must balance the Heideggerean
idea of language as incarnative and the Derridean conclgptgafage as disembodied free play.
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deceased, along with the personality, occupation, or hobitne dead, or even the
circumstances of his or her demise. They can taieston behalf of those who can no
longer speak for themselves.

Epitaphs are ostensibly related to burial. The termidbus often synonymous
with “interment.” Both “burial” and “interment” carefer to the placement of a corpse
into a subterranean grave or an above-ground tomb; thescppajmarily uses “burial” to
refer to placement of the corpse into an earthen gnalessiotherwise noted. During the
nineteenth century, a textual concern for the preservati individual identity after
burial was dispersed through bound collections of epitapths@res of reform
documents. The connection between burial reform andp® makes sense because
once corpses rested in individual plots rather thars mes/es, the British could
revitalize the practice of providing one tombstone andevees body. Stones adorned
with at least basic identifying language provided the narddifspan of the deceased.
Memorialization in this period went beyond simple idedtion, though. As Karen
Sanchez-Eppler points out, “The reformers’ stancheaith and sanitation was variously
reinforced by a sympathetic concern for the sentimeifntise survivors, a newly voiced
need to protect the repose of the dead, and the notiothéhgtaveyard should be a place
of moral edification” (416). The reorganization and cdrefanagement of burial space
meant that epitaph writers could now assign individualtideto the dead, but, as
Sanchez-Eppler suggests, meticulously-maintained bugahds reinforced the
boundary between the living and the dead and encouraged &haf ihee cemetery as a
site for reflection and remembrance. Suddenly, thereavpasper way to mourn, and “it

[was] not possible to mourn, the reformers argued, imeeyard scattered with bones”
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(Sanchez-Eppler 424). Sentimentality was infused irgdothrial scene, and epitaphs
were a critical part of imparting feeling. Until thisne, the desire for burial in
churchyards, in holy ground, had superseded the desire tdibeliralized and
recognized, but the development of the idea of meditapaees and the rise of the
middle class encouraged the resurgence of epitaph camliectAs they were encountered
in both texts and cemeteries, epitaphs took on a newtgaasand earned renewed
appreciation during the Victorian era.

Writers and compilers of epitaph collections bemadasitapidated gravestones
with unreadable epitaphs. Anonymous mass intermentainclcyards conveyed
disrespect toward the forgotten deceased, whose boneseifréoemingle with others’
remains in common burial plots. Collections of gpitgraised issues of linguistic
competence, creativity, and propriety, while reform doaustackled the problem of
overcrowded burial spaces and missing epitaphs. This pabiife of cemeterial writing
was both reflected in and, in part, shaped by the ficfdhe period. Charles Dickens,
Elizabeth Gaskell, Sheridan LeFanu, and Wilkie Collised fictional epitaphs and
cemeterial scenes to consider the importance of indivickéhburial, where single bodies
were interred under individual tombstones with respeepitaphs.

Correlations exist between actual, collected, andfieti epitaphs. The
appearance of epitaph collections during the nineteenthrgesuggests a perceived need
to collate these bits of human identity. This raigestizer set of questions relating to a
culture of mourning. What common purpose did collected atidrad epitaphs serve?
What common structures did they share? What precipitate@aitpouring of collections,

and who was their intended audience? How did thesectiolls serve readers? Was
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reading an epitaph in a collection a different experethan reading it in a cemetery or
in the pages of a novel? Despite their many diffezenthe collection and dissemination
of epitaphs in these various mediums can be seeteaspés to permanently capture and
narrate individual identities.

Nineteenth-century epitaphs, both real and fictioaelktnowledge distinct lives
and identities even when common and disorderly burialipescthallenged notions of
individuality. Burial reform legislation and nineteentrtury novels both reinforced
notions of the self as “somebody,” but when World Wdisrupted the ability to
recognize, locate, and memorialize individual corpseswiggrs began to characterize
the anonymous self and to showcase the “nobody.” Altsehes, erased identities, and
fragmented lives resurfaced in new forms when World Waniiters, triggered by the
horrible conditions of conflict, focused on burial due®l used memorializing language
when corpses never received proper epitaphs or restiogspldt seems that war writing
presented a different way of thinking about corpses,fafsiin epitaphic writing that
identified and located bodies to writing that de-emphadipelies and pointed to other,

more subtle and indirect methods of remembrance.

Critical Background: Important Influences
| reap two main benefits from the rich scholarly ragyé that informs this project:
a complex historio-cultural canvas and an interdisagul approach. | am indebted to
historians who have provided cultural perspectives on thiamd to literary critics who
have demonstrated ways of connecting literature andreultWriters from various

disciplines have examined death in relation to nineteesrhdry social conditions, but
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few have studied how particular aspects of memoriatimasuch as cemetery design,
burial practices, grave marking, and epitaph writing, sapwad to the codification of
burial laws and the rise of new cemeterial customsthidpologist Geoffrey Gorer’s
1965 studyDeath, Grief, and Mourningvas one of the first to examine individual,
familial, and social aspects of mourning. Although Gopecsically emphasizes the
bereavement process and styles of mourning in his studg28 gyrief-stricken British
men and women, his discussion of the disposal of b@diésmportance of gravestones
as part of the mourning process paved the way for prdieetmine. Two influential
books appeared in the 1970’s that also laid the groundwork fecholarship. John
Morley, inDeath, Heaven and the Victoria(E971), examines how consumerism and
social status governed the mourning process in nineteentbrg Britain. Focusing on
the work of grave-diggers, the terrain of the cemetang, the importance of objects used
during bereavement, Morley was one of the first schdtaaddress the moral influence
of the cemetery and the vast process of burial re&siihunfolded. IThe Victorian
Celebration of Deatl§1972), James Stevens Curl focuses on the rise of comainerc
cemetery ventures in London in the 1830’s as part of &ddhger attitude of caring for
the dead and the major sanitary reforms of the erallepland Curl were the first to
speculate on how burial spaces reflected social chargetain. In more recent
decades, scholars have taken the study of nineteenthycbotly handling and burial
spaces a step further. Chris Brooks added an importamitcaion to the study of the
Victorian and Edwardian cemetery withortal Remaing1989), and studies likEhe

English Way of Deatfi1991) by Julien Litten and Patricia Jallan®'sath in the
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Victorian Family(1999) explore the contrast between burial etiquettthéorich and the
poor and the social aspirations of all classes for prgf@estones.

The two main influences on the World War | portiortta$ project are Allyson
Booth’sPostcards from the Trenché€001) and Trudi Tate’lodernism, History and
the First World War(1998). Booth argues that the war experience rendered language
inadequate for both civilians and combatants, and that algesaldiers confronted
corpses is linked to the dissolving modernist self. Tatese®s war writing and
modernism as forms of one another, noting that corpsealigocame to signify absence.
Both Booth and Tate provide the essential cultural andiigdrackground for my
examination of how war poets and modernist writers\likaolf wrote in light of war
trauma and loss.

Despite these rich cultural histories, few authorel@mpared these two
mourning-driven eras and the literature produced during thess.tiProbably the best
recent example of a study comparing and contrasting &eag death in both eras is
Julie-Marie Strange’®eath, Grief and Poverty in Britain, 1870-19(2D04). Strange
provides a rich analysis of how the poor mourned theid ded adds an epilogue titled
“Death, Grief and the Great War” to take up the impac¢hefwar on cultures of death
and grief. Although she is a historian and does not addessy concerns, Strange
considers working-class responses to deaths of soidieght of the way loss was
experienced before the war. Strange reacts to théhfstcmany historians, focusing on
the vast loss generated by the war, recognize a shifttie Victorian “celebration” of
death to a quiet, more privatized culture of grief afterld/@/ar I. In his 1982 essay

“War, Death, Grief, and Mourning in Modern Britain,” Davignnadine, too, focuses on
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this shift, and argues that the transition to bereavehmped civilians cope with lo$s.
Cannadine calls for “a more complete and rigorous histliramework within which to
set contemporary analysis of death, grief, and mourningtaltslit time “to re-assess
the view that the Victorians, by their publicized osteatgthad successfully come to
terms with death” while recognizing a “need... to pay due regatiget .. impact of the
First World War” (241). This is where my own projecteienes. Iil€emetery Plotsl
demonstrate how the epitaphs and burial scenes so imiportaneteenth-century
writing could no longer suffice after the Great Warewtanonymity became an avenue
for grief. | examine responses to death in a waygiatides not only a historical but
also a literary framework through which we can understh@adomplex ideas of
individuation and commemoration and the ways those ideasged from Dickens to
Woolf. By examining the changing literary conceptuaimag of corpses, cemeteries,
and epitaphs from the Victorian burial reform eratlgh World War I, we can witness
how formal epitaphs dissolve, burial concerns resarfand writers confront a new,

more comfortable acceptance of anonymity in memorialitiegdead.

Individual Chapters
This project begins by raising questions about nineteentlwgeihgland’s need
to individualize and identify the dead in burial and abaw grave marking and epitaph
writing practices corresponded to demands for burial mefduring this period. It
considers burial reform history alongside Victoriarrétere and asks how the need to

locate, sort, and label dead bodies and represent thenting shaped some of the

8 Cannadine argues that the “golden age” of grief in Englandhatzactually during Victorian times, but
during World War 1.
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novels produced during the second half of the nineteenth gerfimapter One'Grave
Concerns: Novel Responses to Nineteenth-Century Cenrieédorm,” provides an
overview of the burial history that informs much of greject, focusing on the important
decades when private cemeterial ventures came to regplaoehyard burial grounds.
Then, the chapter moves from that history into a dsonsofBleak Housewhere
Dickens exhibits not only an example of a deplorable aedfiled paupers’ graveyard,
but also the psychological need for burial that was tbmt¢he Victorian cemetery
reform movement. Dickens shows how offensive buriatizt@mms were vividly present
in the minds of many Victorians and the terrain of Mieo cities. In a reflection of
these concerns, the cemetery becomes the placekarisi fiction where characters
rediscover their origins.

While Chapter One focuses on acts of burial, Chapter T@fo] omes and
Tombstones: Altering People and Plots,” considers gpstand memorializing writing.
In particular, it focuses on Victorian epitaph colieos and fictional scenes of epitaph
writing, especially in Dickens. The chapter begins daystdering the growth of
epitaphic writing into its own established enterprisegh@nomenon that reflected the
Victorian proclivity toward linguistic remembrance. discusses both authentic and
fictional epitaphs to consider the complicated issdesithorship, readership, and
individuality they raise. Bothittle Dorrit andThe Mystery of Edwin Droodfffer scenes
of epitaph writing that relate to the many epitaph tyges conventions outlined in the
first half of the chapter. Ihittle Dorrit, Dickens shows how the troubled and jilted John
Chivery composes several versions of his own epitaph whideood, Dickens portrays

how Thomas Sapsea, a self-centered author, writepigaph for his wife that erases her
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identity and substitutes his own. Both fictional acceymesent the complex task of the
epitaph writer and the sometimes parallel responsédslif epitaph and novel readers.

Chapter Three, “Cemeterial Déja vu,” focuses on theddrom 1914 to 1918 in
England when the First World War caused both persowbhational loss. | argue that
the casualties and indignities brought on by the Greatré¢alled—and even
mimicked—the horrors of nineteenth-century urban burial grouAddirst, the
spectacle of anonymous death during the Great War seemedheve terrible and
acutely painful in light of the sanitation improvemeatsl burial reforms that had taken
place during the nineteenth century. The memoirs, noaletspoems generated during
and after the war presented the unrecoverable and fragdhbodies of the war dead, and
reactions to the anonymous dead echoed the complaints-oéfprm nineteenth-century
England. Writing became the vehicle for the expressfagrief when war reignited
burial concerns and presented a new cemetery problem.Chieter One, this chapter
starts with some background about the atrocious burial tomslibrought about by
wartime and the frequent inability to provide individual grétess Working mainly with
the war memoiSome Desperate Glotyy Edwin Campion Vaughn (1917) and several
war poems by Ivor Gurney, it shows how writers disred ways to memorialize
missing bodies and broken identities linguistically.

Finally, in an Epilogue titled “Filling Jacob’s Shoes:s&ince, Silence,
Anonymity and the Altered Role of Epitaph,” | demonstitate eventual acceptance of
anonymity in memorialization by examining scenes from MiegWoolf's Jacob’s Room
in light of the phenomena of the Cenotaph, the UnknBulider, and the Moment of

Silence—all commemorative constructs meant to bring gbosttwar healing. This
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chapter suggests how epitaphs became diffused and eventpktyeckby what we
might call “epitaphic narratives” in modernist writingp addition, this epilogue
examines how post-war writing in newspapers, journats$,revels, as well as public
monument-making, demonstrates a coming-to-terms witthdesait had occurred during
World War |, and it presents a hesitant but increasicgtance of anonymity in death.
During this process of reparation through writing, absendesdence became central to
this newly-conceptualized process of memorialization.

As lack and void became symbolically central in Britisbmorial culture, they
also became more pronounced in writings of the tintee dultural changes brought
about by the Great War manifested themselves in a kinditrig that overlooked the
corpse and the cemetery instead of making it a textual pment. For Dickens and other
nineteenth-century authors, discovered corpses and reyisaphe reflected a Victorian
culture deeply concerned with naming, recording, and renmmgbeThe Great War
complicated these concerns, so for Woolf and many qibstrWorld War | writers, new
forms of remembrance superseded inscriptions and graveBpdsphs were no longer
the central way to perpetuate memory, and there wag maaonymity, as one author
demonstrates as he addresses the Unknown Soldier:u8egau are nameless and were

forgotten, we chose you” (J.B. 23).
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Chapter One

Grave Concerns: Novel Responses to Nineteenth-Centungt@ey Reform

Then [he] comes with his pauper company to Mr. Krook’s
and bears off the body of our dear brother here departed
hemmed-in churchyard, pestiferous and obscene, whergnauati
diseases are communicated to the bodies of our deheis@nd
sisters who have not departed.

—Charles Dickengleak Hous€1852)

Crowded Places and Written Spaces: Making Room for the Dead

In his introduction tdleak HousgJ. Hillis Miller calls the novel “a document
about the interpretation of documents” that “accuratefigcts the social reality of
Dickens’ day” (11).Bleak Housdraces connections between people from all levels of
Victorian society and especially portrays the burderns@homeless poor in the urban
slums of London. The above passage feleak Housealepicts the moment in the novel
when Mr. Krook, the illiterate owner of a rag andtl@shop, and Mr. Tulkinghorn, the
Dedlock family lawyer, find the corpse of Krook’s “names$” lodger, Nemo, after Nemo
has died of an opium overdose. With death at therforein the novel—nine characters
in all die during the novel's progression—one of the @ stymbols of the book is the
paupers’ graveyard, “pestiferous and obscene,” where Nemteated at all like a
“dear brother” should be, is taken for burial. Nemdnitity is obscured for much of the

novel, and questions arise, not only about his identityalsat about the treatment of his
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corpse. Dickens presents a case of lost identity wissause of poor burial practices
and the carelessness of the living, an individual getsrias malevolent social system
that mistreats both the living and the dead. Nemo’s leodg up piled indiscriminately
in a communal grave in a “hemmed-in churchyard,” his itleatased as completely as
his name.

The way Dickens’ omniscient narrator characterizeg#upers’ graveyard is
remarkable; in passive voice, he describes the churchyaed ¢mounds, “where
malignant diseases are communicated to the bodies dieantbrothers and sisters who
have not departed” (202). Here, the narrator presetitsib® victims and perpetrators of
the crime: the “dear brothers and sisters who haveewarted,” refers to both the poor
who live around the despicable burial ground and the rulirggetawho are responsible
for the cemetery’s condition and Nemo’s abandonm¥et. all classes are connected
through the stream of contagion that runs from theey@d through the slums and out
to the suburbs of London. The narrator goes on tohsdythe witnesses to this mockery
of a funeral procession “are very complacent and afjl&eas they watch the spectacle
of Nemo’s body as it is deposited “into a beastly gaBground” and call it “Christian
burial” (202). As Hillis Miller puts it, “Dickens wants tell how things got as they are,
and to indict someone for the crime” (13). This passawa Bleak Houseorresponds
to mid-century social concerns about burial practicedagion, and identity, as Dickens
raises questions about how his culture handled the badibglentities of their “dearly”
departed, and who should be held responsible for the enaimte of public health and

the integrity of both the living and the dead.
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With these concerns in mind, this chapter examines tonsliof burial
overcrowding in early to mid-nineteenth-century London &edaays Victorian writers
pursued cemeterial reform and novelists portrayed the emtlicy urban cemetery. It
considers how narratives such as Dickens’ conveyed depldnatiée conditions and
attempted to help solve the “cemetery problem.” Duringl8®%0’s and 1840’s,
privately-run London cemeteries replaced churchyard bgmiainds that could no longer
adequately house the dead, while mid-century writing—maintg@ps in collections,
collected stories in reform literature, and fictionaizaccounts of burial in novels—
brought the relationship between individual corpses and gtaemiddle-class
readership. Cemeterial reform documents and novel8léak Housdoth reflected
upon and informed one another during this period. CharldseBst decrepit graveyard
sits at the center of the novel as an ugly remindéreoheed for reform; however,
Dickens also introduces burial rhetoric in other scememtierscore the psychological
need for individual burial and memorialization in a telkbut mistaken identity and lost
children. Bleak Housgthen, through both description and symbolism, reflecteerns
about unburied bodies and unresolved feelings, about massietal challenges and
personal psychological growth.

While writers like Dickens addressed the complicated faetraembering,
reformers attempted to remedy the formidable offenEesramon graves and disturbed
bones. The major social change brought about by nirteteentury law was a shift from
church to governmental control over burial spaces. céoturies, burial in or near a
church or churchyard confirmed religious conformity and preperal standing. The

practice of churchyard burial dates back to 732 when St. €dtbbtained papal
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permission to add churchyards to churches. Lynne Anne De$p&lalains how
churches themselves became interment spaces and wetedextop the graves of saints
and other important church figures or well-to-do pat(®3g. Individualized burial
became popular during the 1100’s but was usually reserved faetdéhy; additionally,
during some periods, a proper burial was not even possdiéngtance, plague
conditions during earlier periods of English history éasted burial overcrowding to
come in the nineteenth century. Burial historian CleaBlex speaks of those “pestilent
periods” when “London had been sorely tested for buryingegld He recounts plague
outbreaks in 1348, 1500, 1603, 1625, and 1665 when tens of thousandsiprshiene
and filled “all the churchyards in London” (107). In earperiods, the wealthy or pious
could remedy spatial concerns by simply consecrating naveleyards, but for the
middle class, a growing emphasis on individual idensityeounter to packing
churchyards full of anonymous and forgotten corpses.

Anonymous burial plots were supplanted with more individealimemorials
beginning in the twelfth century when “the coming o tlew individualism [brought
about a] growing tendency to preserve the identity opgreon buried in a particular
place” (DeSpelder 65). Churchyard burial continued ovecén¢uries, but it did not
take long for English churches and churchyards to fill up.e#ly as the 1580’s, citizens
perceived burial overcrowding in churchyards as a problemp(21). Intramural burial
had become “fashionable among the more well-to-do membsogiety,” so it became a
necessary post-death occurrence (Curl 28). In respetiaidds, the body was “boxed”
or “chested” in a coffin and became part of a largeokbbxes. For a proper burial to

take place, the coffin would again be nested within churchyalls, and further
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contained within the confines of the city. Mortal RemainsChris Brooks points out

that individualized burial outside church auspices did natecabout until the
seventeenth century when nonconformist movementatmitithe idea of alternative
unconsecrated burial spaces. Precedent was set fomfiomocst grounds when Bunhill
Fields opened in London in 1665. Like the churchyards, theserders’ grounds filled
quickly. At this time, despite objections, officialene already proposing that cemeteries
should exist outside of towns and cities (Brooks 3). Obiypasproblem that eventually
reached its climax in London in the 1830’s and 1840’s anésislution during the

1850’s and later had been lingering for centuries prior teethbo®tal decades.

By the eighteenth century, a thriving commercialism lmaarareas made the
death trade possible. Between 1700 and 1725, the funeral-foghtsiide became firmly
established in London with funerals provided for varyings,adepending on class and
the status one could afford in death (Litten 99). AseC@Gittings points out iDeath,
Burial and the Individual in Early Modern Englandeath began to commercialize
during the 1700’s because of the dual developments of thefitise undertaking
profession and the popular idea of honoring individuals atrdeConditions of
churchyard burial grounds worsened as the population booteedl@a60. Brooks points
out that the population of London grew from 600,000 in 1700nost one million in
1800 (5). Arguments for correcting the churchyard burial problere rare because of
an obvious motivation: profit. Burial fees kept the chescfinancially comfortable, so
clergy tended to quiet protests about the poor statewofchurchyards. By the early
nineteenth-century, churchyard burial was still a routinetjp@ despite centuries of

evidence about burial space limitations and sanitation gl
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In the meantime, during the eighteenth century, a bigfatm movement began
to take shape. France seems to have been a half-cahtag of England in interment
reform. For centuries, the Cimetiere des Innocestapéshed during the twelfth
century, was the main Parisian cemetery into whichpilad up the remains of
generations of Parisians. By the late eighteenttucgrthe stench of putrefaction and
the danger of epidemics were so great that a gene@y@rbse demanding demolition
of the site. Between 1785 and 1787 all human remains werednfimm Cimetiere des
Innocents and placed in Paris’ Catacombs (Brooks 6). I&thit the consecration of
Paris’ first public cemetery, Pere Lachaise, in 1804. Bs@xplains how the site
changed the way burial grounds were conceptualized, betdatefor burial were
offered for sale in perpetuity” for the first timeTHe grave itself became real property,”
and the ownership of land transgressed the boundariestbf(dg¢a Of course, Pere
Lachaise was highly segregated, and only the rich coulddgfferpetual care. Five-year
leases were available for those who could afford theincommon graves were all the
poor could obtain (Brooks 8). Nevertheless, the consecraf Pere Lachaise in early-
nineteenth-century Paris marks a major shift in the pemple thought about the
treatment of the dead and the way cemeteries were @mets|

No actual movement toward new cemeteries in Edgtame until the 1820's.
As mass graves of commingled bones threatened to seillobnmrchyard walls,
individuating the dead became both a sanitary and a sesug. The anonymous

conditions of mass burial raised the parallel spediecsntagion to the living and lost

% In an addendum to his 1830 collecti@hurchyard GleaningsWilliam Pulleyn writes, “were every place
of sepulture like unto the celebrated one of Pere LaghadiParis... how much more consistent and
comfortable they would be with the mild spirit of Cliagity, instead of the disgusting receptacles which
disgrace every large town in England” (260). Such authors ariously linking their roles as epitaph
collectors with the important burial reform work thayew was necessary.
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identity for the dead and provoked new concerns aboubthditons of burial and the
adequacy of memorialization. As cemeteries decayed,gmemt, undisturbed
gravestones became a luxury instead of a universal markleatf and remembrance.
During this crisis, writing on stones could not repre$eaties, for the number of
gravestones in a churchyard rarely corresponded to the nainbedies buried there.

The capitalist instinct was to solve the problem thropigVate cemetery
companies that sought to provide services to the middle and cippses. In “The
Origins and Progress of the Cemetery EstablishmeBttitiain,” historian Julie Rugg
underscores the importance of the “pioneering work ofetery companies” that
operated outside the Church of England (117). The first@obinmercial cemetery in
England was The Rosary in Norwich in 1819, maintained uad®nconformist
minister, The Reverend T. Drummond. The Rosary bgr@lnd offered a plot to
whomever could afford one (Brooks 8). While cemeteryhisis like Brooks and Curl
argue more heartily for the undeniable influence of Pahaise in British cemeterial
reform, Rugg traces the roots of reform not to Pere Laghlaig to Manchester and
George Hatfield’s joint-stock dissenters’ ground, TheHelme Road Proprietary
Cemetery, founded in 1820. She argues that “the origin® aimetery establishment in
Britain should be traced to Manchester rather thais’Pd12). Ultimately it seems that
ideas from both Pere Lachaise and the dissenters’ dsanrEngland made later burial
reform progress possible.

Early public burial grounds like The Rosary and RusholmelRalhcommercial
ventures, served mainly nonconformists in this decad®llyrin 1824, George

Frederick Carden, a “barrister and philanthropist,” tokitiitiative to design a plan for
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new grounds outside the dissenters’ tradition and bedaenmain burial reform figure in
London (Curl 44). Not surprisingly, Carden took Pere Laehasshis model. Brooks
addresses the slow but steady move toward refornCeraken initiated:

Land in London was expensive and difficult to obtaird #re financial

interests vested in the parish churchyards were itéraxad well-

entrenched. It was not until 1830 that Carden managed to pegaei

first public meeting to discuss the provision of a genezaletery for

London, and not until 1832 that proposals took form wigh th

incorporation of the General Cemetery Company. (11)
Movement away from churchyard burial was slowly becominggdity. But financial
problems brought on by the financial crisis of 1825 caused @€larl 44). Finally in
1830, Carden reiterated his idea of a publicly-sanctioned costahgpace; he used the
term “cemetery” instead of “burial ground” (Curl 49). Hesvsantics suggest how the
idea of interment spaces was evolving and changing froceplanagined as sorrowful
spots reserved to mourn the dead and house bones into garales besigned to please
visitors and promote individualism and sentimentalitgradteath.

Eventually, with help from John Claudius Loudon, a laagsc and writer, and

Sir John Dean Paul, a financial backer, the newlyéal General Cemetery Company
incorporated in 1832 under Carden’s leadership and purchased lareh&al KGreen
(Curl 51; Brooks 10-11)° This marks the first major advancement toward the
establishment of public cemeteries. Burial became cencialized, as greed superseded

need, as John Morley indicates: “The joint-stock comsaiméel begun to build the new

19 Melanie L. Simo presents a more detailed examinatioroflan’s contribution to British cemeterial
design in her article “John Claudius Loudon: On Planning and Désigne Garden Metropolis.”
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cemeteries long before the reformers won any victdréesl, consecrated in 1833,
Kensal Green was the result (41). General Cemetemp@ny planners would sell the
plot, and the purchasers could erect whatever sizgperdymonument they desired.
This appealed to those willing to spend hefty sums for ispresombstones. Morley
notes that Pere Lachaise “was a cemetery desigreggptal to the romantic and to the
snob” (45-6), and Kensal Green would follow suit. Frbmdnset, social rank
determined the degree of propriety associated with interraadt not surprisingly, the
wealthy produced what the English deemed the most respebtairls.

Kensal Green was an instant success, and the groundawtsdquickly housed
deceased occupants of appropriate social rank. Some mbgtdamous graves included
Augustus Frederick, the Duke of Sussex and Son of King Gedrgaitter William
Mulready; statesman William Molesworth; and writévdliam Makepeace Thackeray,
Wilkie Collins, and Anthony Trollope. The climate @ihisticated mourning combined
with the spectacle that Kensal Green became madeaitractive place for middle and
upper-class visitors. Morley suggests, “the cemetery qaerbaps gained from the
cemeteries’ association with the rich. To be buiea cemetery” like Kensal Green
“became a sign of some affluence” (41). The mostmsige and respectable type of
interment, brick vault burial, was “only suited for sgoin comfortable circumstances”
(Morley 42). At this point in cemeterial history, morsscured a aesthetically- and
socially-appropriate natural setting for burial. It bougudividual interment for the
upper classes and took the departed wealthy away from deplatabychyards in the

city.
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Overseers paid little attention to cemeterial laynd graveyard aesthetics before
the mid-nineteenth century. Author-designers like Loudiessed the element of careful
planning that should accompany designing cemeteries outsidiyth&lsey presented
cemeteries no longer as depositories for the dead, Imatrks; they were spaces designed
for the public appreciation of nature and for outdoor engryin The June 12, 1831
Sunday Timereported that at St. Martin's burying-ground, "Crowds otladi
perambulated the vaults for some time, and the whaleritae the appearance of a
fashionable promenade than a grim depository of decomposiriglityd (Qtd in
Holmes 105-6). Although the idea had been to separate thérdeathe living,
spacious cemeterial gardens transformed burial placeseicteational spaces. Locals
near Highgate, another joint-stock venture, opposeddtablishment of the cemetery
there, “but its flowers and trees, its quietness andisiecl, made so favorable an
impression that people... purchased keys... to walk witleirtcemetery whenever they
wished” (Morley 50). It would seem likely, then, thatpast of this pleasure of
promenading, tombstones were taken more seriously andipdoreading enjoyment for
visitors.

The cemetery companies certainly instigated major chandmsial practices
and altered interment spaces. Between 1820 and 1853, dtli8astthese companies
formed to finance new land for burial (Rugg 105). But evendhgublic commercial
cemeteries like Kensal Green catered to the richiddee of social mobility and self-
aggrandizement in death was starting to develop, alomgangense of overcrowding not
altogether different from the bursting churchyard groundsnskl did not offer graves to

the poor, but certain men aspired to middle-class stéersd@ath. For instance, not far
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from the Duke’s grave were plots boasting impressive memis to citizens such as
Andrew Ducrow and St. John Long. As Chris Brooks panuts these men “were hardly
typical members of the middling sort” (12). Ducrow wasguestrian trick rider and
son of a circus strong man while Long was a self-appiifttector” who peddled his
own medicinal cures and was found guilty of manslaugHiter a patient who used his
patented medicine died. Brooks explains how
these monuments and their histories provide one of ygetke
understanding Kensal Green’s appeal to the nineteenth cetuay.
rapidly changing society, the prizes of individualisisoabrought the
penalties of unstable rank and uncertain status. Kensah@ranted full
freedom of individual expression... A memorial in Kensad&h,
particularly a substantial one, was also a badgelohfag and
expression of middle class membership. (12)
Those clients who could pay the price of membership coaltt armonument even if the
deceased was of questionable social standing. Even thargakGreen was associated
with affluence, it also represented an opportunity toinlstaddle class status in
perpetuity. If a quack and a trickster could garner monwmetitfar from royals, then
nineteenth-century ideals of self-assertive individuailigre at least becoming as
important as, if not more than, actual social status.
Although there was some room to gain social standingeic¢imetery, and
although there was some discussion of and hope fodafite burial for all classes,
Kensal Green and the other public cemeteries to follovitti&to provide “respectable”

burial for the poor. Following Kensal Green, six mymiat stock cemeteries opened
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outside London’s residential areas between 1837 and 1841, inciivdisigNorwood
(1837), Highgate (1839), Abney Park (1840), Nunhead (1840), Brompton (1840), an
Tower Hamlets (1841). Abney Park and Tower Hamlets tdeksaconventional path
and offered a somewhat affordable burial to the workiagsgs. Abney, funded by the
Congregationalists, opened without official act of Ranknt and was not consecrated by
the church (Curl 103). In addition, an Abney burial cameusithe hefty fees charged
by the original joint-stock cemeteries, such as Kensa¢Gand Highgate. Tower
Hamlets also made burial available to the working poorimihmal cost. But these
grounds did not offer the same kind of “respectable” bung&l mmiddle class people
expected and received when purchasing plots. In Towerd#gniterment “was
relatively cheap,” but “its financial returns came framolicy of filling common graves
and packing them together as densely as possible” (Brooks2®jously, it did not
take long for the new grounds to resemble the glutted ahdwiled churchyards that
they were meant to remedy and replace. One cenwbeeyver described Tower
Hamlets, as "untidy... where gravestones are tumblingyamgl dbout, apparently
unclaimed and uncared for, amongst dead shrubs and rank grdag¥ireey Park as "a
mass of corruption underneath” after only being opeoidy fifteen years (Holmes 255-
256). The graves purchased for middle class bodies, ia smoumstances, were not
treated much differently than those of the poor.

Likewise, Kensal quickly filled up with not only bodiesitlalso huge pieces of
monumentation and mausoleums that gave the cemeteannadiately crowded aspect.

Curl sums it up:
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Abney Park and the other join-stock cemeteries began tloeggame way
as the small graveyards they had replaced: the earherimétcentury
cemeteries filled up too, and although Abney Park caterdatiddourial of
the proletariat (mostly in common graves) with moreceas than did
other private-enterprise cemeteries, its provision inrdgard was wholly
inadequate to solve the problem as a whole. (108)
By the 1840’s, complaints about the joint-stock grountt®ed those about churchyard
overcrowding raised in the earlier part of the centuklgo, the city continued to grow,
infringing upon the private cemeteries originally conseddar from highly-populated
areas. Later decades would not look kindly upon KensarGrénHand-Book of
London(1850), Peter Cunningham scoffs at Kensal's elaboratesfocumous” tombs:
“There is a great deal of bad taste in art exhibitedarcdmetery” (42). Near century’s
end, Isabella Holmes, too, criticizes the cemetery,imgak clear that simplicity in
memorialization would have been more appropriate fonéwe grounds:
There is a special interest attached to Kensal GZeametery from
its having been the first, but | think it is also therst... [It] is truly
awful, with its catacombs, its huge mausoleums, lfavaiults, statues,
broken pillars, weeping images, and oceans of tomést@ood, bad,
and indifferent. (255-6)
Holmes sees cemeteries like Kensal Green as clestesvaf money and land,
embodiments of inflated taste that did little to remtdyproblem of too many corpses

and too little space. She is astounded to see "theanghltheir money" on such trivial
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expenses, while the "poor go into debt to buy mourning" dady' themselves the
necessities of life... in order to set up a tombstuma grave" (257).

This was when two major burial reform figures and publidtheadvocates
entered the burial reform conversation. George Alfredkéf inGatherings from
Graveyardg1839) and Edwin Chadwick, in his “Interment Report” and “Sayita
Report,” (1842) sparked public interest in the dilemma of@wesrded burial spaces and
deteriorating tombstonés. Walker was a surgeon while Chadwick was a bureatfcrat.
Both men approached the problem by attaching the trend ofeeeseto broader aims of
public sanitation and health, and, through their writingh psovided a middle-class
audience with story after story of the horrors of néigely-glutted cemeteries. In his
tome, Walker seeks to paint a broad picture of the tyig¢ading up to the cemetery
mess. He writes, “A Work expressly on the Burial Bacof the Metropolis is, | believe,
a novelty in this country” (ll11). He says he hopes tovmte a “comprehensive history of
the modes of Interment among all nations” while “Endléooks on, a silent and
unmoved spectatress of some of the most offensive an@marsgencroachments upon

the security and sanctity of the ‘resting places’ afdead” (VI). His accounts of

| don’t mean to exclude Henry Mayhewendon Labor and the London Pogir851) from my
discussion. Mayhew's study is important to any historhefpoor and marginalized in London, but
Chadwick and Walker both deal more exclusively with cemétewizditions.

12 |n Making a Social BodyMary Poovey uses Chadwick’s 188anitary Reporto define the social
domain and demonstrate how “the sanitary idea” helpedtavdine the regulation of individual bodies
and its relation to the formation of the modern stail®). In Chapter 6, “Domesticity and Class
Formation: Chadwick’s 1843anitary Report she argues that the way the British conceived of then
regulated bodies and the bodies of those around themibced to the consolidation of English
bureaucracy. For an examination on Walker’s relationship @hadwick and how Walker’s work
informed Chadwick’s, see Mary Elizabeth Hotz’'s “Down Argdhe Dead: Edwin Chadwick’s Burial
Reform Discourse in Nineteenth-Century England.”
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disturbed, mass, and disrespected graves moved readaus®ed the horrible details
included and the sheer number of stories sh&red.

Walker discusses not only the state of dishonorepsesrbut also the shameful
state of grave markers as he resurrected the compdgiatsst churchyard burial that had
first been heard prior to joint stock enterprises. oHers his observations about
numerous churchyards and private burial grounds in which “ra&the tombstones have
sunk into the ground” (172). In his 18@atherings Walker includes a description of
Ewer Street Chapel and Burying Ground:

The burying ground appears to have been raised nearbesitdm the

original surface, and is literally surcharged with détad;now closed,

and presents a very repulsive aspect. It mightdteuttive to know the

number of bodies here inhumed; perhaps,-- but deadeth@o tales,--

the exhumed might present a formidable array. The wcmit

disgustingly dirty. (179)
Walker is obviously repulsed by what he observes: badieg to the surface weekly or
even daily because of shallow burials and the recycliggafe space. He admits his
curiosity and wants to know the actual number of bobligged in so confined a space,
but concludes that it really does not matter-- whatdwenumber the exhumed bones
would constitute "a formidable array." He cannot actudifgover how many bodies are
inhumed because of the reticence of the dead. Since thepixspeak to him and "tell

tales," the vulgarities of their unrest remain bumeth them.

13 For a more detailed discussion of Walker's contributiothe cemetery reform movement, see Chapter
4, “Crisis, Uncertainty, and Change,” in James Ste@nts The Victorian Celebration of Death
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Reformers, like novelists, valued their positions asysttiers; they were relating
stories on behalf of the dead. With conditions lkese described by Walker in 1839, it
is clear that graveyard upkeep was not a top priority inyngameteries, and stones
rarely remained in their originally-placed vertical piosis, making epitaphs pointless
pieces that could not be consumed or appreciated asf plagt mourning process.
Tombstones often mimicked the position of the horizdmdies beneath them, and the
instability of epitaphic language paralleled the unstablereaif the grave marker, as
“Verses and quotations [were] often misplaced on tomlstofiHakewill 16). Not only
were bodies disturbed; so, too, was the identifying andiigéise language meant to
honor them.

Addressing both churchyard and joint-stock cemetery probl€tvesjwick relates
his tales to promote public health as well as to créitie selfish intentions of those set
to profit from the burial trad& Mary Poovey points out that Chadwick’s report “was
probably the most widely read government document of ttiNan period,” and that it
“helped constitute social norms” and “contributed to thestitution of class identities”
during the nineteenth century (116-17). Chadwick reinforce&é&Walreports but pays
more attention to the burial customs and fates of wgr&lass corpses. Throughout the
1840’s and 1850’s, pit burial continued to be a standard prdotipauper interment.
Chadwick reports that paupers often abandoned the bodiesirobtogeny rather than
subject them to the humiliation associated with agbatineral. Paupers’ pit burials

were commonplace, especially during times of diseagbertbones would be heaped

14 For other analyses of how Chadwick influenced the phieldth movement and discussions of the
reception of his report, see Anthony S. WohEadangered Lives: Public Health in Victorian Britain

Frank Mort'sDangerous Sexualities: Medico-Moral Politics in England Since Es@DPeter Logan’s

Nerves and Narratives: A Cultural History of Hysteria iff'4@entury Prose
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upon other bones in mass burials, or bodies would haedlg time to decompose before
they were disinterred to make room for the next burdrishes included separate
sections in their cemeteries for undesirable pauperslburCharles Box reports similar
conditions at Bayswater in 1850, when “only by boring @lthrial ground could a spot
for a new grave be found... There were several prgyatends-- chiefly for the poorer
classes-- situated in crowded localities, and of limeee@nt” (107). Loudon, too, reports
on common graves with “no monument, into which the ggasf the poor and of paupers
are deposited... as many in one day as will fill thee@ga(2). He is particularly attentive
“to the interment of the poor, of paupers, and of suclopergsho desire no monuments
for their graves.” Loudon’s language is deceptive; soyroed to a working class
“desire” for monuments even when they were imposslebtain (Picard 296; Litten
164; Holmes 257). Finally, reformers were addressing the feedurial spaces for all
classes, and “the interdependence of the modern formdieidualism and
administration” were shaping change (Poovey 114).

While reformers like Walker, who presented a combinatiaeported conditions
and effective anecdotes, encouraged the removal of thefrd@athe spaces of the
living, churchyards and burial grounds were closed, and treerdeged into closer
proximity of the living through writing. Writing presentedescrowded burial spaces
from a distance and provided readers a safe way to olsd@ngerous cemeterial
conditions while they appeased their curiosity aboutidsl. It was also at this time that
readers were able to peruse epitaphs in collections atcigete in remembrance
without even visiting a cemetery. In this way, corpsesained present in both the

minds and daily lives of Londoners. Burial reform documertitempted to remedy social
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ills while novelists employed metaphors of the grawe @arratives of transient and
unstable identity to consider the changing process of malaation, the preservation of
individuation in death, and the appropriate treatmenbgises. Soon, readers were
consuming fictionalized versions of the cemetery probldnhe also considering burial
reform documents and pending legislation.

Convincing the British public that burial outside the citysv@anecessity was a
difficult feat. Charles Box reports, “There wereuttdess, many who felt a repugnance
to the idea of being ‘buried without the city” (107). Walllampaigned for over nine
years with medical and public support for laws designdtiagburials occur outside
London (Jupp 31). Chadwick the bureaucrat took a bolder arel coanprehensive but
less popular approach; he, too, supported extra-mural interimgnte suggested
national cemeteries run and financed by the governmentged,less acceptable, the
temporary use of graves. In Chadwick’s plan, the govenminvould institute the re-use
of graves in ten-year cycles (Jupp 43) and handle the fooehydeath to the grave
(Brooks 36). Recent historians view his ideas as ambibausocially inappropriate; for
instance, Brooks suggests that Chadwick based his ideaslselg-Bssumed “high
degree of social cohesion” in England in the 1840’s (3&terRupp calls him
“astonishingly impractical” in his vision (35). Other plarsiéke Loudon were equally
inappropriate. Loudon proposed that each district deggndemporary cemetery”
beside its permanent one, where the dead would fill gfavdsurteen years, at the end
of which this piece of probably rented field might “reier its landlord, and be
cultivated, planted, or laid down in grass” (29). This suggesiuld hardly ease

anxieties about mass burial, especially for the poor, ddsired the same respectable and
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permanent burial as others. Regardless of the liorigbf their plans, Walker,
Chadwick, and their imitators, through the stories tlody;, tmade clear the need for
burial reform legislation. Beyond that, they madedieg stories a critical part of the
burial reform process.

In the years following Walker and Chadwick’s publicationsnf about 1845
onward, there was an increased rate of cemetery bgjldnd by 1847 burial reform
legislation finally began to appear. The Cemetery @audst of 1847, although
insufficient, ignited a string of legislative steps thatuld eventually lead to some
practical solutions. The main achievements of the 184%vAce that cemetery
companies had to build walls at least eight feet higéntdose their grounds and that
those grounds should not exist within two hundred yards ollidg® (Brooks 41; Polson
164). It did not, however, address the burial crisis ferpibhorer classes, nor did it enable
cemeteries run by local administration (Brooks 42). Cheldsvinfluence was yet to be
completely felt, but by 1848, the first Public Health Aegan the process that would
establish public cemeteries throughout England (Brooks@8hcern about burial issues
following another cholera epidemic in London in 1849, glasith the formation of a
General Board of Health in 1850, encouraged the 1852 enaatitdstfirst of many
burial acts now known collectively as “The Burial Att&hich appeared between 1852
and 1906 (Polson 1643. Jupp points out that the first few acts set in nobietween
1852 and 1857 provided the answer to the burial crisis of the 1880'$840’s and set
up a working system of public interment (49). Local BuBi@ards with inspectors under

their guidance could ensure the maintenance of all lgnoainds.

15 For a more detailed look at important burial reform slaggents, and legislation, see the chart at the end
of this section on page 51.
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During this time, burials became somewhat more affordablall citizens, but,

of course, burial without an inscribed monument wasalhy working class families
could afford. Bartlett bemoans the plight of the pexen after burial legislation and the
establishment of new grounds:

When one thinks of the thousands in London who must floiokard

to a burial in the pent-up church-yards in the city, it esathe heart

ache to think of burying a kind mother so—of following a daster to

such a grave. Yet thousands from poventystdo so. Contrast with such

spots the sweet though lovely burial ground in the couniiti, it tall

cedars, its solemn cypresses, and its grassy moundsybieh affection

lingers and weeps... Oh the contrast! (130)
Clearly, burial reform initially did little to resoévthe problems of the lowest classes as
rural cemeteries catered to the wealthy. Bartlett naas, “It is only the privileged ones
who are buried in such places, only the rich and poweklgalth in London helps a
man after death. It can and does lay his aching bomestto a quiet spot, it covers over
his grave with flowers, amid the songs of birds” (131)e Working classes could afford
a proper burial, but it was the middle class who enjoyedumentation; the poor still
paid for anonymous interment. At this point, though,phee-gouging, private cemetery
companies were fading into the background. Kensal Greetharadher popular joint-
stock grounds continued to bury the dead, but they becantlagmno public cemeteries.

It took nearly a century’s worth of outcry for redlamge to occur in the burial

reform debate. Julie Rugg notes, “By the 1850’s the virtwalopoly of the churchyard

in accommodating the last remains of the deceased leadripevocably broken,” (112)
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but problems did not dissipate overnight.Thre Sanitary Evolution of LondpHenry
Jephson describes the lingering deleterious effectsrallmvercrowding: “Even when
this [practice] stopped, years had to elapse before thbtimonof intramural burial
grounds and vaults would cease to vitiate the air arouma’tfsb). As late as 1897,
Isabella Holmes wrote about disturbing burial spaces. d8seribes one converted burial
ground and pays particular attention to the fate of taeegmarkers:

When, for instance, a burial-ground becomes a buslgard,

tombstones are very much in the way, and theyare sonverted

into paving-stones. Some years ago, a few inscripticare still

legible on the stones which paved the passage frorkiSls to

Exmouth Street, but by this time even these must be away.

But if it is denied by the owners of these yards thay &are burial-

grounds, there is one method of proving it... by diggingrdmto

the soil. It will not be necessary to make any deepwation before

the spade turns up some earth mixed with human reméid),

once seen, are always recognisable. (202, 205)
Holmes notes how tombstones lose their textual fan@nd become an inconvenience
transformed into something more immediately useful. elof honoring the writing on
the stones, the texts are eventually worn away IBless footsteps. No matter how
worn, though, Holmes reminds her readers that even thiegbodies beneath are out of
sight, they are all too close to discovery. Nealfty fyears after Walker and Chadwick’s
work, observers and readers could still find plenty ofgyard horror stories to shock

and appall.
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As the turn of the century neared, a final act sadidithe place and purpose of
public cemeteries. In 1899 the London Government Act addatenty-eight city
borough councils to replace Burial Boards and provide thé doearage that
metropolitan cemeteries required (Jupp 44). By the erttkafdéntury, most London
cemeteries run by local authorities ensured that ecorgtatigs (although the rich could
still buy the biggest and most decorated monuments) didihg to do with acquiring at
least an acceptable interment. Brookwood Cemetery irepand others like it—
grounds originally opened as private ventures—competed foractstrvailable each
year from the many London boroughs for the burial off fheor: “Brookwood probably
buried half of East London, and to facilitate this WateiStation had a special casket-
loading platform... to accommodate funeral partidg¢{orian London Cemeterigs
Finally, municipal cemeteries had replaced urban churchyardigrivate ventures
permanently, and the poor found some relief in an accedtabbd after death.

Burial grounds became a place for nineteenth-centuriaktido sort out cultural
priorities. While private churchyards gave way to open, pu@places, writing about the
cemetery problem brought burial conditions into the peiiees of Londoners. Texts—
reform documents, epitaph collections, burial treatiaed novels—provided a forum for
the reshaping of individual remembrance. Conditions t@ced to experience in
person came to readers through discourse. Bodies thaltvddsnto dust were written
into texts and memorialized. The “written” cemetbegame the place to sort out issues
of identity and the place to establish some kind ofrondele London literally sorted
through bodies. Cemeteries became cultural symbols, spdsge severe contradictions

between what a culture believed and what a culture enbetesne apparent. They were
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sites that juggled social attitudes and individual aspmatibelped to sort out the politics
of remembrance, and corresponded with nineteenth-centtion of identity. As Mary
Poovey notes, reformers’ documents shaped the idée ofiddle class by
“simultaneously condemn[ing] members of the working-clasgdiling to live up to
middle-class standards... and suggest[ing] that the poor are—#anelmain—different
from those who write about them” (117). The resultathitburial reformers’ stories and
those presented in novels was “struggles among menaésdles for the opportunity to
achieve domestic life” and the proper death “normalized ld@ick’'sReport(Poovey
131). The desire to bury the dead in separate graves, makdhaves with individual
stones, and honor the departed with distinct and perspitaphs suggests the growth
and encouragement of individualism even after death,ras\dévelopment was bound

with the ideals and desires of a new middle-class rehier
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YEAR

1832

1833

1836

1847

1848

1850

1852

1857

1877

1884

1900

IMPORTANT BURIAL REFORM EVENTS

EVENT/LAW

General Cemetery
Co. is incorporated

Kensal Green
consecrated

Act of Parliament
6&7 Will. 4 c. 136
Cemetery Clauses
Act

First Public Health

Act, 11&12 Vict.
c. 63

Metropolitan
Interments Act

Metropolitan
Burial Act

Burial Act
Consolidation

Metropolitan Open
Spaces Act

Disused Burial
Grounds Act

Burial Fees Act

IMPACT/RESULT

Marks the first step toward the
establishment of public burialigos

Led the way for the opening of six other
commercial cemeteries, 1836-1841

Enabled the London Cemeterydo. t
establish new cemeteries “Northward,
Southward, and Eastward of the Metropolis”

Provided guidelines for the establighm
and running of commercial cemeteries

Set the stage for the legiglginocess that
would establish public cemeteries
throughout Britain; created General Board
of Health that could create new cemeteries

Made London a Metropolitan Burial Best

under the General Board of Healttich
could take over joint stock companies and
close unfit burial grounds

Empowered vestries to establish
burial boards; as a result, several public
cemeteries were formed

Consolidated many burial acts to
establish a national system of public
Cemeteries

Dictated that several burial grobeds
closed and laid out as public gardens

Prevented the erection of buildomgs
disused burial grounds

Enabled burial authorities to fix fees
burial, subject to approval by home
secretary; fees must be uniform for
consecrated and unconsecrated parts of the
burial grounds
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Dear Brother “No One”: Sordid Depositories and Buried SsandBleak House

Victorian readers may have had trouble distinguishing é&&tvan authentic burial
tale and a similar account found in a novel. Noveasis social reformers shared the
task of providing written descriptions of burial spaces, amitation writers often drew
upon literary works to reinforce their arguments. Faneple, after quotin@leak House
in his Sanitary Evolution of Londordenry Jephson concedes, “The master hand of
Dickens has given a more vivid picture of one of theseepléltan any to be found in
parliamentary Blue Books” (36). [Fhe London Burial Ground#rs. Holmes quotes
Longfellow and various other poets to capture the “méthping spirit” and directs
readers to a scene from Dicke@dd Curiosity Shopo express her concerns about how
the dead are buried and commemorafetlumerous writers wove together burial reform
documents and literature to demonstrate and publicize sooogtedrns about mass
burial and lost identity. In this way, the historyfrial practices and the literature of
reform became highly intertextual.

Writer-reformers pointed to vivid scenes from Victorid@rature to detail
cemeterial conditions, and novelists presented scerest@nd fractured identity at the
moment of death or after interment to underscore atith&ocial dilemmas. From
Dickens’Bleak Housdo Bram Stoker'®racula, nineteenth-century novels repeatedly
blur distinctions between life and death to express clitumdeties about mortality,
individuality, and memorialization. Victorian novelistglude scenes of epitaph

reading, long-lost burial grounds, despicable paupers’ inteenand mishandled

'8 This comparison brings to mind John Kucich’s analysiBhef Old Curiosity Shojm his article “Death
Worship among the Victorians.” He argues, using Dickeogél as his prime example, that the Victorians
valued the transcendence of death for its own sake,rignog it in culture, making culture, in turn,
transcendent through its reverence for death” (59).
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corpses in genres ranging from realism and the industneel to gothic and detective
fiction. Inthese varied genres, tombstones routihejydead" people whose names are
written on their gravestones are discovered alive gaardes are found disturbed but
unoccupied. Novels lik€armilla andThe Woman in Whitalthough in a much less
earnest and conscientious way tiBdeak Housgintroduce readers to scenes of mistaken
identity and mishandled bodies to suggest the importdnoermanence in identity,
specifically after death. They function as expressmmicentral concerns in the burial
reform debate, and their fictional epitaphs and bypi@tk raised crucial questions about
identity and class. Together, nineteenth-century dalles of epitaphs (as discussed in
chapter two), reform documents, novels, and storiegtamtaphs and burial grounds
became textual sites for investigating the production aswmblition of identity. The
dominance of burial themes and the equivocation of dpstapVictorian fiction revealed
an authentic concern about the preservation of indivigualideath.

When authors adopted actual burial scenes, like MWadleer describes in
Gatherings from Graveyardto fictional settings, it became difficult tegarate
narrative and social concerns. For exampl®&Jamny Barton(1848), Elizabeth Gaskell
includes a funeral procession scene of the burial aftarffaworker'’ Advocating "the
simple walking funeral,”" over the “grotesque funeral porihgespectable people,” the
narrator nevertheless complains that the “tombst@ebioden and temporary, “a
mockery of stone respectabilities which adorned the bgr@aind” (82). Gaskell
exposes the deplorable conditions of pauper burialseasdin’s body is added to the

pile of corpses lying “within a foot or two of the surfaedten the soil was shovelled

" For a more detailed discussion of Mary Barton andadinelition-of-England debate, refer to Chapter 7,
“Homosociality and the Psychological: Disraeli, Gaskatid the Condition-of-England debate” in Mary
Poovey’'sMaking a Social Body
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over, and stamped down, and the wooden cover went to gotan duty over another
hole” (83). Here, the transitory wooden grave markeedeafs very purpose; it serves
only to mock permanence and remembrance, not to fidfiduty to enduringly identify
and honor a singly-interred body beneath. In his btreatise, Charles Box describes
nearly- identical circumstances in the country churadhyy&ie observes:

The most indifferent observer... cannot fail éodtruck with the efforts

made among the poorest of the locality to perpetuate¢ingory of a

lost member of their family, and, where stone tkeeeded the limits of

finance, wood has been made to serve the purpose. tluhstaly, the

old oak, deprived of its vitality, is far less ablecomtend with the

elements... than stone; and these elements opersgearely upon

inscriptions as they do upon the rustic structures theesel(116)
Here, the disparities between stone and wood mar#tisparities between classes and
their respective abilities to provide a proper burial. Gaggitimizes her fictional
description with a note claiming that she bases it me ‘hurchyard in Manchester,” but
her note concludes with understatement: “There mawydre” (83). Gaskell used abject
burial sites and impermanent tombstones to call attetmipoor interment conditions
and to make clear larger thematic concerns about budatlass.

Charles DickensBleak Hous€1853) served as the model for later burial
narratives. In it, he sets up the cemetery problemwitich so many nineteenth-century
readers would have been familiar. Beginning with J. Hillider, many critics have
noted the novel's “double narrative,” the shifts betwdenthird-person, impersonal

narrator and Esther’s intimate, personal view. Whilaesaritics insist that the bipartite
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structure renders the story fragmented, others find Esti@ce insightful and the two
points-of-view complementary. | sBéeak Housks structure as reflecting two very
different, yet inextricable, concerns. Like Josepddin, | would argue that the double
narrative “carries the dialectic between self and $gtc{d1), and the third-person
narrative corresponds to Dickens’ reformist tendenclateviesther’s voice speaks for
individualism, for the concerns of private life and thals of self-making, as she
attempts to negotiate her identity. Simon Joyce retagesovel's usefulness as both
character study and social critique: “The openinBlebk Houseffers a set of tropes
through which to connect its cast of characters... aladlerto larger questions about the
problems of London slums and their link to wider formsadial unrest” (132).
Dickens’ dual perspectives thus offer a way to considehé¢adh of both individual and
social bodies. As Pam Morris has arguetinagining Inclusive Societyhe “great gulfs
between the classes” lead to a text in which “boundeaarsot hold,” and we find that
this “collapse of distinction and stability” leads tonarked duality between aggregation
and individualism (119). This duality plays out in the two gloine that represents
social concerns and another that embraces a persospepive.

The double narrative ddleak Housdocates the cemetery at the center of the
novel, and as the plot oscillates from omnisciencedwiduality, we see Dickens’
alternating his dual concern with social reform and qreabstruggle® While Lauren

Goodlad points out, “Dickens attempts to produce an ideolgyo#hesis that, were it

18 |n “The (Un)Lettered Ensemble: What Charley Does INmirn about Writing irBleak Housg

Claudette Kemper Columbus asserts that the individual deesand their secrets Bleak Houseare what
form a “monstrous plot” where characters’ “absorpiiothe pursuit of private interests delimits their
cognition and their social interaction” (611). Columbagssthe character of individuals in the novel leads
to a more general societal malevolence. As fawusgallis concerned, she argues, “the eleven deatlescen
that punctuate the novel not only conjoin burial plotd #ne novel’s plot, but delete the difference between
burial ground and burial bed” (611).

53



successful, would articulate a... relation betweenrttieidual and society” (90), | think
Dickens isquite successful at this synthesis, and the novel establisbaeful and
deliberate tension between individual and societal anfsis is apparent in the legalities
that glut “accursed Chancery,” where an irate Mr. @giddlemoans his unresolved case
to the point of lunacy: “The system, | am told, onhahds, it's the system. | mustn't
look to individuals... Is that right or wrong?... | mustgo to Mr. Tulkinghorn..Heis

not responsible. It's the system. But... | will acctise individual workers of that
system against me, face to face, before the greaaétear!” (268). Gridley’s frightening
outburst foreshadows the tension built into the nosttigcture. He nervously flits back
and forth from blaming the system to blaming those whope@ it. As Audrey Jaffe
notes inVanishing Points“Bleak Housensists on separation between the individual
subject and the world” (128). But the novel also insistexamining the subjeatithin
that world; Dickens uses the backdrop of the system ofghéhlth as the terrain on
which Esther seeks answers about her identity. Becdubes, the burial ground
becomes central, the place in the novel where pubtigaivate domains come together,
where narrative concerns meet. It is the placer@bbkaracters join those who have died
before them, and where only language can identify corpekseparate one individual
body from the next.

Thus, the structure of the novel parallels the corscefiits writer: the omniscient
narrator admonishes a fragile society within which wenledout the deaths and
struggles of individuals in that society. An oft-citedtpifromBleak Houseomes
when the narrator questions the interconnectednedaa#fgpand characters in the novel:

What connexion can there be, between the place colaishire, the
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house in town, the Mercury in powder, and the whereahafuto the

outlaw with the broom who had that distant ray ofitigpon him

when he swept the churchyard-step? What connexiorheas thave

been between many people in the innumerable histofriéss world,

who, from opposite sides of great gulfs, have, nevetbebeen very

curiously brought together! (272)
As J. Hillis Miller posits, “the two narrators aregaged in a search” (14), and it makes
sense that this search is for some way to preservesiana to regain identity, especially
after death. The “connection” becomes clear: the “nmagples in the innumerable
histories of this world” yearn to be recognized, and ¢biscern is made manifest at the
graveyard, where the plights of individual bodies cgrnve bleak fate of a diseased and
socially damaged community. Nemo’s burial ground becongesyimbolic center of the
text, the dark origin and eventual destination of daahmelessness, poverty, disease,
and lost identity that threatens nearly every cherantthe novet® Dickens lets his
narrative methods collide at the burial ground, whereameexamine both individual and
social perspectives. The narrative rifts, the “gopats” that seemed to divide the text
and render it into incompatible halves, are indeed “varpuasly brought together”
through this focus on cemeterial issues and burial dondit

Dickens was acutely aware of the deplorable living canstof the urban poor

and was appalled at the analogous conditions of thealburDickens shows how the

working classes spent their lives crammed into suffocdieslling places and suffered

19 For another perspective on how the novel’s mysterfiggdentity work, see Chapter 3 of Soultana
Maglavera’sTime Patterns in Later DickendMaglavera explains how mystery-oriented analepsdsegre
to the way characters’ identities are revealeBll@ak House
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the same unseemly crowding upon their de#ttiBhe text is packed with burial images
and themes that reach beyond the cemetery’s wabsbelgins his story with the Court of
Chancery’s images of degradation, “decaying houses” and “etigands,” as well as the
fog, which hovers over “its dead in every churchyard” (50)e novel ends with similar
images of death—this time at Chesney World, haunted bglthfamily of echoings and
thunderings which start out of their hundred graves ayegind” (931). WitlBleak
House Dickens adds his voice to those calling for burial refana fulfillment of “the
obligations at home” while highlighting various themes:ttiveat of anonymity and lost
identity, the importance of naming and identificatiom tiviquitous nature of contagion,
and the collapse of distinctions between classes.

Dickens’ burial ground with its “heaps of dishonored gray868) becomes the
site of lost identity in the text, the centripetaide that shapes and pushes the narrative.
He underscores the tragic loss of self at the butelghere Nemo—“no one"—lies
interred. Because of its overcrowded state, the bgmiaind is the place where
everyone—yet no one—rests. Simultaneously, Dickengpteg&sther Summerson’s
story, a narrative motivated by an impassioned seardteatity’* Bleak House'slual
narratives present juxtaposed yet related stories bidlestity; the text bemoans the fates
of the illegitimate, the nameless, the poor. Throlghjuxtaposition, Dickens is able to

reveal the actual tensions that existed because ofgreasssites.

20 Efraim Sicher addresses the design of domestic spakmiise and HomeBleak Housg Chapter 3 of
Rereading the City, Rereading Dickens: Representation, the NmwkelUrban Realism Sicher says,

“Bleak Houses a novel which mediates between the private spbitee home and the public” (149). His
discussion of the overcrowded slums and proliferation efphodging houses makes a nice conceptual
counterpart to the overcrowded burial spaces discussed here

2 Timothy Peltason offers a good discussion of Esttseasch for identity in “Esther’s Will.” Peltason
focuses on Esther’s initial reticence and growing ustdading of her needs, calling her narrative a “story
of her progress in healthy self-love” (673). In “Esthem$&erson Rehabilitated,” Alex Zwerdling calls
this process “the blossoming of Esther’s workingliigence” as she becomes “more self-confident,
independent, and unapologetic” (433).
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The burial ground draws the reader in with its realismk&ns notes every
deplorable detail while he transforms it into a symbwadi in the text, the hollow center
that links and blurs noble and poor, healthy and diseasedidual and society. It
becomes a metaphor for the ubiquitous corruption thategrencial injustice and
poverty, an organizing symbol of more widespread and dangsoaisd problems. We
first hear about the pauper’s graveyard when the body wibiNthe unidentified copyist,
is found dead in his hovel above Krook’s sdpThe scene of discovery, though, hardly
focuses on Nemo'’s corpse:

Then the active and intelligent... comes with his paupmmapany to Mr.
Krook’s, and bears off the body of our dear brother departed, to a
hemmed-in churchyard, pestiferous and obscene, whencenanlig
diseases are communicated to the bodies of our dear fisratieb sisters
who have not departed; while our dear brothers and sistetes vegy
complacent and agreeable. Into a beastly scrap of greliot a Turk
would reject as savage abomination, and a Caffre would shatjdbey
bring our dear brother here departed, to receive Christiaalb (202)
Dickens introduces the burial ground not to invoke pity ferféte of Nemo or to
showcase his corpse, but to underscore the carelesdestif the living toward the
dead, along with their potential infectibg the dead. They do little to treat Nemo like a
“dear brother,” and their indifference suggests their dasnfall. Dickens captures the
horrible conditions of many churchyards of the timeythare overfull and vile, reminders

of social malignance that will not forgive the neglelccomplacency of the living. The

22 Christopher Herbert goes so far as to argue that Neighu tve considered the central characteBlebk
House In “The Occult andBleak Housg Herbert offers that despite the fact that the readér gets one
glimpse of him, Dickens characterizes him as almostasible ghost in the novel.
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cemetery is the place where social inequalities arst maid and injustices most
pronounced as eyes meet fleshy horrors and not heavstihgrplaces.

The other important facet of this scene is Nemo’saxaor rather his
namelessness. Dickens links conditions of namelessnsthe language and
conditions of burial. The narrator points out tHet@ugh the copyist’s “coffin stands
ready,” Nemo has left no more a trace on his wartdmore a sense of identity, of a life
lived “than a deserted infant” (196). He represents afigheft to rot unremembered in
“hemmed-in” spaces. Nemo’s situation recalls the plagfhthany unidentifiable dead,
vanished identities erased by the chaotic namelessndss dfurchyard. The text
implies that many secrets remain buried with the “nesbif society, with those whose
identities lie buried and blotted out.

To emphasize the contrast, Dickens moves from tieesof Nemo’s demise and
the subject of namelessness to his introduction of Joar@acter who is certain of nothing
but his name: “Name, Jo. Nothing else that he knowg188). Jo seems to truly
inhabit his moniker and to understand its meager yet importarg daspite his humble
status as street sweeper at Tom-all-Alone’s. WhelmeEsind Charley find him sick and
alone, they offer him shelter, which he initially refas “I can lay amongst the warm
bricks,” he explains. Charley counters with, “But domtiyjknow that people die there?”
Jo sees death as ubiquitous and equalizing, as he hintaasbdsation with Lady
Dedlock and Nemo and their connection: “ ‘They diegew~vberes,’ said the boy. ‘They
dies in their lodgings—she knows where; | showed hed-thay dies down at Tom-all-
Alone’s in heaps. They dies more than they livespeding to what | see.’ ” (488). As

the primary observer and bearer of “the truth” intdh, Jo is the only participant who
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seems to recognize and almost embrace his plight, asdiee sole character who
reflects on the larger, more serious ramificationghefintermingling of bones and loss of
names and identities. He cannot always articulate déhinks, and he admits his
ignorance of language, “every scrap of it” (274); nevée® he becomes the
communicative link (of both information and diseasethmnovel, the characterized
connection between the contaminated grave site and upgsrChesney, between the
mysteries of the text and their resolution.

Burial images and themes continue to emerge as othexcthiar struggle to either
discover or conceal their identities. Esther, wegy that foreshadows her familial
connection to Nemo, admits early in the text thatishesure of her identity. During her
night-long layover at the Jellyby’s residence on tjeirney to Bleak House, she retires,
and with Caddy asleep on her lap, she contemplatesareexistence:

At first | was painfully awake, and vainly tried tas®myself, with my

eyes closed, among the scenes of the day. At lemggipw degrees,

they became indistinct and mingled. | began to lbsadentity of the

sleeper resting on me. Now it was Ada; now, omaybld Reading

friends... Now it was the little mad woman... now soneonauthority

at Bleak House. Lastly, it was no one, and | wasn# o (94)
Here, Esther’s bleary dreaminess begins in sober realishe attempts to “lose herself’
in her social setting, “among the scenes of the d&né is an active participant of what
has transpired in the narrative. But as she losesverself and the identity of the
sleeper on her lap, she almost evaporates into daily ssatisgs that take her back and

forth in time, from place to place. She first inre&g the sleeper on her lap as various
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“friends,” then as the frantic madwoman, and finallysame nondescript authority figure
before both she and the authoritative “it” becomednes.” In this scene, Dickens
highlights the potential loss of the self as Esther sotoe¢he realization that she has no
authentic identity.

Esther is so confounded about her origins and her rolebehaonfusion carries
over into her narration. She says, “l have a gieat of difficulty in beginning to write
my portion of these pages” (62). Her self-consciousnestageller comes, in part,
from her insecurities about her roots and about wharadseimed-dead parents are
buried. She wishes she could at least connect withdrental heritage by playing the
part-- by donning mourning garb and visiting her parents’ grave$itead never worn a
black frock, that | could recollect. | had never beesmwshmy mama’s grave. | had
never been told where it was” (63). Esther expressesnplete lack of control in her
own life, rooted in her disconnection from her paremd their burial place; this
severance, however, comes from knowledge withheld. Henpdanguage suggests
that she relies on others to complete her life st@fge has not “been shown” the grave,
nor has she “been told” its location, which suggestssshewerless to discover her
authentic identity. She cannot recognize her true hicdbgheritance since she has not
mourned, visited a burial site, or consumed stories opaints’ demise.

Esther is so burdened by her fractured life story as shestades it that she
requires an audience—her beloved doll. She repeatsongite the doll much in the
way Esther’s revealed mother, Lady Dedlock, struggids her own burdens and
secrets. The way she describes and treats the alodissin contrast to the descriptions of

other actual children in the text. Esther speaks aiojas sitting “propped up in a great
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arm-chair with her beautiful complexion and rosy ligariag” at her (62). The doll
serves as an authentic confidante, boasting a heatitwagid red mouth. She even
returns Esther’s gaze. Esther “opens her heart’tortliye doll and knows that her toy,
like an actual person, “expects” her each day when shnesbome after school. But the
relationship ends when Esther’'s godmother dies and ischame she must leave the
estate. When Esther’s life moves into a new stagegsfes her doll an authentic burial,
one befitting a real person, to mark the event. Sherides the burial on the day she
leaves: “A day or two before | had wrapped the dear oldinidkér own shawl, and
quietly laid her... in the garden-earth, under the treesimatied my old window” (70).
The act is so private that the reader is not privixéomhoment of the burial and hears
about it only after the fact in past tense. The godmdelawes all her property to Mrs.
Rachel and not Esther, but Esther claims her pied¢esife marks her place in the
estate’s history by interring the doll there. It is anpenent and enduring act and the
only way she can become part of the heritage of tleepl&he enacts a symbolic
shrouding and burial that allows for closure to that paher life.

Another symbolic burial takes place when Esther accampaVrs. Pardiggle to
the brickmaker’s house later in the novel. The displetween Esther’s animated,
interred doll and Jenny’s lifeless, displaced infant isaikable. The “poor little gasping
baby” (156) is much less vibrant and pretty than the ddlltomes less lifelike as the
visit continues. Esther interacts with her doll ashié is alive, but all the baby’s mother
can do for her child is stare at her: “She only looket! §59). The pronoun Esther
uses to describe the baby is not even gender specifics@ml after this description, the

child dies and shrinks into a “small waxen form” (162). Veélas Esther buried her doll
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in the ground like one would a real child, she treats #ny’b corpse like a doll:
“Presently | took the light burden from her lap; didai| could to make the baby’s rest
the prettier and gentler; laid it on a shelf, and cavéra/ith my own handkerchief”
(160). Even though the reader hears about this occurtemeeament it happens—
Esther even says “presently” to emphasize this—ibis/eyed much less dramatically
and urgently than the burial of the doll. Esther is \derlyberate about her actions after
the child’s death; however, despite her desire to do tsamgeto help the infant “rest”
perpetually, all she can do is cover it with a clotinBleak Housgthe doll receives a
proper burial while the baby sits on a shelf under a mboéud that can hide it but
cannot allow it to rest in peace. It sits there, 8kenick knack or object viewable in a
museum. Esther revisits it, “raising the handkerchiddad upon the tiny sleeper
underneath” (162). She realizes that like an object pdligplay, the baby, despite the
previous conversations about the filth of the house, das ftomposed afresh and
washed, and neatly dressed” (162); still, the handkerdiasfbeen replaced and
continues to cover the child, along with a tiny buncheybh. The covered infant
symbolizes the minimal but meaningful gestures of the fwobonor the dead, but
neglects one major part: actual burial in the ground.

Esther’'s matter-of-fact description of such a strarygebslic gesture points to a
focus inBleak Housen bodies that cannot be buried and the pitiable @d¢stmof
working class corpses. The young man of the house madieplight clear. The family
cannot read the pamphlet the energized Mrs. Pardigglefhés promote her brand of
hopefully-contagious morality; likewise, they cannot kdeprtstruggling children alive

by pretending. He screams,
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‘An't my place dirty? Yes, it is dirty... and we’ve thdive dirty and on-

wholesome children, as is all dead infants, and so ninechdtter for

them, and for us besides... | an't read the little book watlgft. There

an’t nobody here as knows how to read it; and if there iva®uldn’t

be suitable to me. If you was to leave me a dollpugin’t nuss

it.” (158)
The man’s comments point not only to their own helppesstion when it comes to both
education and parenting, but to the ironic difference batwiee nursing baby and
Esther’s doll. Judging from their disparate descriptems peculiar positions in the text,
it would be reasonable to bury the infant and nurse the tigither a book nor a doll is
of any use to the struggling family because words and pant@ang mock their tragic
lives. All Esther can offer is pity.

The death scene at the brickmaker’s is rooted in pitlyits role in the act of
observation. Esther gazes upon the happenings like sladking a drama unfold on
stage, and Esther and Ada’s pity for the initial staite eventual fate of the baby drives
the scene. The family, the “actors” in the sad drdta&ie no notice” of Esther and Ada,
their audience, even as the two women look long upouartfidding events. Esther
realizes that there is “an iron barrier which carb®temoved” (159) between her and
the brickmaker’s family, so she maintains her ral@@a observer and reporter throughout
the visit. She remarks at how “touching” the wholenscis as she repeatedly mentions
both Ada’s “pity” and “compassion” upon the child’s deatf). Strangely, though,
Ada initially cries out not to Jenny, the baby’s mothwert, toEstherafter the infant

perishes: “O Esther!” cried Ada, sinking down on her krimssde it. ‘Look here! O,
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Esther, my love, the little thing! The suffering, quatetty little thing!” (160). The
emphasis is on the women’s shared experience asssén, and Ada’s outburst seems as
much a gesture of pity for Esther as an exclamatiorobemg the baby’s demise. The
“little thing” that has created the moment of heiglettsympathy recedes as Ada
addresses Esther. Because of this, the reader cantandesisconnection to Esther’s
own sad life as a child who suffers from loss of didtidentity. Esther’s ritualized
burial of her doll alongside the symbolic burial and shragidihJenny’s child exhibit the
psychological need for burial in the novel, and poirth®onameless, pitiable dead.
Esther equates namelessness with entombment asnldtemovel, she reads the letter
Lady Dedlock leaves to explain her situation; to Ladglbek’s knowledge her baby
“had been buried-had never been endowed with life-had hevae a name” (569).
Esther’s identity as a “no one” comes from her fathio is literally unnamed and her
mother, who conceals her identity. When the firgt ehird person narratives finally
merge and secrets are revealed, identity becomes ‘Besdin narratives trace a
movement from an apprehension of the self as a ‘noliodife occupying of a position
as ‘somebody” (Jaffe 149). Once feelings are put iniguage—either vocalized or
written down—roles become clearer, and Esther inheetsdentity. She moves from
the role of observer into the role of a true aatdner life, and Ada’s pity is no longer
necessary.

Dickens explores what happens when language fails whenDedipck seeks

information from Jo at Tom-all-alone®. Her visit “disguised” as a servant only serves

Z Claudette Kemper Columbus addresses the failure of dgiegn “The (Un)Lettered Ensemble,” when

she argues that characters’ predatory social intergotvth one another produce the illiteracy that
permeates the novel. She argues, “If society istiededhe natural desire to have a place in the world ends
in illiteracy” (622).
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to further emphasize the expansive gap between their tespelasse$? The two
rendezvous amidst “piles of bones” and scurrying rata foalk” even though they speak
what amounts to two different languages in an encourageht@hlights burial anxieties
and the failure of communication. Jo admits earlymot to have the least idea of all
that language!” To him, written letters on street s@msmere “shapes” and “mysterious
symbols” that perplex him. His social rank inhibits ¢cosnprehension: “What does it all
mean, and if it means anything to anybody, how comeatitttineans nothing to me!”
(274). Despite the fact that Jo is “blind and dumb” to ewarg he sees, he is bright
enough to immediately recognize that Lady Dedlock is neas& he calls her “lady”
from the initial moment of their meeting, although bsarts to calling her a “jolly
servant” after her refutation of her aristocratitetitThe encounter locates class
differences in their inability to communicate: Ladgdlock asks Jo not to speak to her.
She wishes him, without language, to show her the pldee® lived, wrote, and died.
She wants to take in visually “all those places thatenspoken of in the account [she]
read, the place he wrote for, the place he died at.thanolace where he was buried.”
She gives him precise instructions to nod at the pldbesi't speak to me unless | speak
to you” (277), and Jo makes sense of her directions althoeifhds her spoken words
“rather hard.” At the location of irretrievable idd@gfilanguage dissolves into a series of
quick nods and surreptitious gestures, furtive signals andiéoglances.

Despite their insufficient understanding of one angthady Dedlock manages to

uncover some answers through Jo. As Jo shows her Nearoén living quarters, she

24 David Plotkin provides an extended connection between Jtharmbndition of London in “Home-Made
Savages: Cultivating English ChildrenBteak Housg He discusses the idea of both poorly-kept home
and poorly-kept country, and describes Jo as a repatisenthild as he “dramatizes what happens to
children when they do not have proper families or ésh§18). Plotkin argues that Dickens manages this
by presenting Jo as a character both strange and familia
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glances up through a window at the place where Jo saw hitatied out” (278). The
description of Nemo’s empty casket-like space foreshadaayg Dedlock’s own “dark
and cold” deserted chambers after her death. When theuadeaches the burial spot,
they must talk from outside the gated grounds; this bahawvever, clearly does little to
prevent contamination. They stand just outside theagateeer inside. Then, Dickens
presents their conversation as Jo tries to point eatd\s grave:

‘He was put there,’ says Jo, holding to the barslaoking in.

‘Where? O, what a scene of horror?’

‘There!” says Jo, pointing. ‘Over yinder. Amongheiles of bones, and

close to that there kitchin winder! They put him wery rtigdntop. They

was obliged to stamp upon it to git it in. | could unkivdoityou with

my broom, if the gate was open... It's always lockedcK at the rat!

cries Jo, excited. ‘Hi' Look! There he goes! Hato the ground!

(278)
Jo’s basic language emphasizes the basic and crude obthee‘burial.” Nemo was
“put there,” not laid to rest. It is almost as if ti are standing outside a cell, viewing
the imprisoned. Lady Dedlock cannot make out the actagkgite. Even though Jo
acts as if he is pointing very precisely and carefalihte exact burial spot, he is actually
designating some vague space “over yonder” and “amongj pildhuman
decomposition. The rotting corpses are literally nearelomestic spaces, “close to”
kitchens where people sit eating and carrying on wigh |fo uses the word “top” in
reference to Nemo'’s position almost as if being aptek of the pile of bones is a

privilege. Before the scene ends, Jo’s excitementtbeerat that has scurried into the
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ground stands in stark contrast to the bones that éaeped on are barely covered. A
person lies unburied, but a rat can find a safe haven uodedr

Dickens contrasts Lady Dedlock’s death in pauper’s wedithsher actual resting
place: she “lies in the mausoleum in the park” (929)fréan the paupers’ burial ground
in the mighty Dedlock family vaults. But the facathLady Dedlock flees and Esther and
the others find her in paupers’ dress outside the gates gfélreyard suggests how, with
a burst like the combustion from Krook’s shop, the “lseafpdishonoured graves” have
taken their vengeance; they explode on the scene mctahlumidity... like a disease”
(868), striking at low and high alike. Although how Lady be# dies “is all mystery,”
as the novel draws to a close the reader may as$anghe succumbs to both an
unbearable grief and the effluvia emitted from the buladgat Tom-all-alone’s, that
those “deadly stains,” claim her life. Dickens' stdige Jo’s, is infused with contagious
secrets, most of them buried like latent ghosts waitirftgurst forth from their coffin&

Dickens’ commentary on “life in action close on deaht, its inverse, “death in
action close on life” (202) will serve to warn about ifeiscriminate nature of contagion
and the power of retribution stemming from the anonymouysses rotting in the
churchyard; further, it addresses the ways that budaéstlodged themselves in the
Victorian imagination and produced psychological ideatsualmentity formation. The

burial ground becomes the physical and thematic as wehysscal link between the two

% n “The Occult inBleak Housg Christopher Herbert focuses on the ghostly atmaspbeTom-all-
Alone’s and the way repressive, large-scale socidll@nas take on “a ghostly and terrifying aspect” (105).
Allan Pritchard focuses on some of the same issueshia Urban Gothic oBleak Housg where he
analyzes the layout of the city, the violent deathd,the general horrors of the urban setting. The
graveyard could definitely function as one of the horrois &enter.
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narratives and the two worlds that Dickens describeéEhe symbolic burials and search
for resolution in Esther’s narrative, as well asdah@iscient social commentary, both
point to the graveyard, as the double narrative locatgshie center of the text. By using
the cemetery as the central symboBtdak HousgeDickens exhibits the contradictions
apparent in a society that wants to name, acknowleddadantify, but instead shames,
dishonors, and forgets its dead. His fictitious buital gcts as a threatening gap at the
center of the novel, and he portrays burial grounds arglagseeterial rhetoric to
demonstrate how his characters bury secrets, negotiatéydand find closure. While
readers consumed the page8lgfak Housethey were confronting challenges about not
only their health, but also their psychological fitnes®rrible burial conditions were a
sanitary issue, but they also affected the psyche. iBead¢bd burial reform encouraged
both the production of tales and great personal introspmecMany writer-reformers saw
the value in colleting and sharing "the same dreary asdrable stories of the
overcrowding of graveyards" (Holmes 216), and Dickens foungwanot only
contemplate the literal gravesite, but also the pdggimal need for burial, the Victorian

desire for permanent and meaningful closure.

% |n her article Bleak House, Vanity Faiand the Making of an Urban Aesthetic,” Sambudha Sersésc
on newspapers and registries as forces that recororismydkogether unlikely people from the different
social realms of the novel.
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Chapter Two

Of Tomes and Tombstones: Altering People and Plots

No difficulty stands in the way of improving churchyard
literature... because a great deal is expected from it.

—Charles Boxt:legies and EpitaphEl892)

Introduction: Epitaphic Language and the Representatitmeddead

Chapter One focused on the actual treatment of bodidd)@av novelists and
social reformers confronted and wrote about cemetsiatation issues and the
psychological need for individual burial’his chapter focuses on nineteenth-century
epitaph collections and traces the importance of gpstén Victorian literature and
culture. While there were some epitaph collections phbt during the eighteenth
century, most were concerned with writing for an educegadership and passing on
proper models of the form. But in a late eighteemthtary collection like John
Bowden’sThe Epitaph Writef1791), we begin to see a new emphasis on the practical
uses of epitaphs. Bowden'’s collection holds “six hundrednal epitaphs... designed
for those who write or engrave on tombstones” (i)wBen is an early example of a
collector who was redefining the purpose of the epitaplection; he emphasizes the
distinctiveness of his tome: “If any such book hadatd, been published, it has escaped
the knowledge of the author of this” (i). He goes oaxplain that previous collections
were “fitter for the libraries of the Learned and ©@us than for the Use and Purchase of

the Artist” (i). After the turn of the century, moaethors shared Bowden’s purpose of
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presenting epitaphs for actual use, in addition to thés gd@amusement and edification.
After public cemeteries became a reality and Kensativeas founded in 1832, such
collections were both presented and perceived as usefd@reciated. Thus, A
Selection of Texts for Tombstor{@865), Nash Stevenson hopes “in the selections given,
some may be found which may be suitable” (5), and ChBd&ssays in his 1892
collectionElegies and Epitaphthat he hopes he has provided “sufficient choices” for
those who desire an epitaph appropriate for a loved gna'® (V).

Mid- and late-nineteenth-century authors of epitaph cadlies took their roles as
“collectors” very seriously and, as evidenced in Box’s qadiave, they began to carve
out a particular genre of “churchyard literature” or “tzstone literature” (iv). It seems
that the effects of burial reform worked to inspire ectbrs who sought, as Box points
out, “to improve churchyard literature as well as the diyacds” (v). In their bound
collections of usually one to three hundred pages eaghethphasize accuracy and
presentation. In his introduction @hurchyard Literaturg1874), Charles Northend
writes, “It is believed that the specimens in this waduare correct copies” (3). In his
volumeln Memoriam one collector identified as M.F. shares, “It w#l been that... the
Whole inscription has been copied, and, as nearly asbpmabse form of the Epitaph is
shown in type” (Introduction). There was clearly hoimoaccurate transcription.
Collectors also sought to intricately categorize epitéphtype or by subject, so many
collections open with detailed tables of contents.

Although some Victorian collectors actually copied aplits in churchyards or

cemeteries, others produced highly intertextual works by Wwagofrom other
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publications. M.F. connects his collection with his paed fondness for visiting
gravesites:

The whole of the following Epitaphs have been copiedsgelf,

from the various places named, in moments snatcheteatars

during several years of occupation as a Commercial Tleave

| hope the perusal of them may afford somewhat of thasgl | have

experienced in colleting them. (Introduction)
M.F. presents his epitaphs in a way that makes his réasleconnected to the cemetery
and the leisure activity of collecting verses. Anott@tector, William Henney, likewise
says, “The Editor of the following sheets having... beemasrto visit the depositories
of the dead,” now “offers them to the Public” (56). Qine other hand, Northend, for
instance, explains his method of borrowing texts: “Thisw® contains a great variety
of inscriptions... gathered from various sources. Manyeift have..appeared in one
of our best and most popular magazines (Harper’s). Quiterdoer have also been taken
from two English works (PettigrewShroniclesand Palmer’'&€pitaphg” (3). William
Gates admits that although he “humbly claims somet riagrihe large portion of original
matter that will be found” in his collection, “he canmathhold his obligations from
more early collectors” (iv). The collectors seenshare a reverence for the past, but
they also do not hesitate to elevate their own statusrapilers and sometimes
composers of such pieces.

So, while British society was learning of the increasingibers of unidentified

corpses filling mass graves in London churchyards, epitapdd file pages of volumes,

like those discussed above, for eager Victorian read&w. scholars have looked
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closely at epitaphic writing as the primary response tthdeat how it was collected,
distributed, and consumed, its relation to disturbing spc@blems such as mass
interment and pit burial, or its attempts to re-essaldippropriate methods of
remembrancé’ During the nineteenth century, epitaphs in various ctsytean stones,
in novels, and bound in collections—became a primaryiunedbr the “telling” of
stories and for establishing places for the dead in boividicl and collective memory.
This chapter focuses on real and fictional epitaphs to s¢ésdgs of authorship and
readership. It examines the relationship between corpgdamrguage in a way that
pinpoints individualization and remembrance as concepitsatéo nineteenth-century
life and culture, and it analyzes how epitaphic languadegeave reading began to
contribute to the novel's treatment of corpses.

Mourners become authors when they tell stories atnbeof a life to assess its
guality, to retain some essence of a person, and tadeom®w they might remember—
or encourage others to remember—the dead. The bereavét yseet process to
construct meaning in relation to themselves; indirectlyyiming encourages the living to
interpret the quality and purpose of their own lives, dsagehose who have died. One
discursive way to address and begin to comprehend death is ltoyeand respond
through language. Elegies, obituaries, funeral cardsossrrall are intended to soothe
loss through language. Here, however, | am concerrtchaw epitaphs became the
primary vehicle for linguistic remembrance in the nineteeentury, how it became

fashionable to write or read epitaphs that attempt to speandbrepresent the dead.

27 Other studies devoted to the examination of epitaphs &ither on the poetic epitaph or on
Wordsworth’s ideas about epitaphs. For those topies)aghua Scodelhe English Poeti&pitaph; D.D.
Devlin, Wordsworth and the Poetry of Epitggfaren Mills-CourtsPoetry as EpitaphEsther Schor,
Bearing the Dead
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Epitaphs have been written for centuries as memorializatnd it is not surprising that
this form of writing became increasingly popular as pa# arger nineteenth-century
culture of mourning. Epitaphs flourished and grew into a ibatble genre that showed
the Victorians as fascinated not only with mourning as agsydut also with issues of
grief and death as they related to authenticity, propratd self conceptualization.
Simply defined, epitaphs are inscriptions, usually chiseléd tombstones,
written to honor and remember the departed. Epitaphslielpving decide how lives
are evaluated, defined, and demarcated. Furthermore, ikésnepitaphs frequently
promote self-examination in the context of considerigi®, and they encourage people
to contemplate the individual roles they play and t@ad positions they occupy. In
epitaphs, writing becomes the primary response to deddingisage works to
encapsulate identif} Memorial inscriptions are a method of limiting and capigiri
disorderly lives; they assign a beginning and an enda@Xperiences and reveal the
central ideals, values, aspirations, and charadterist both the dead and the living.
Writers have produced epitaphs for centuries, but theiatigeand cultural
significance underwent important developments during thegenéh century, a time that
saw massive burial reform and new rural cemeteriess di@pter is devoted to a
discussion of how people wrote, evaluated, collectededhand read epitaphic pieces.
Charles Dickens provides fine examples of both epitaguticorship and readership: in
Great Expectationke initiates his tale with orphaned Pip at gravesidelimgais
parents’ tombstone, while ifhe Mystery of Edwin Drogdhe uses an inscription-writing

parody to showcase the painstaking task of the epitaphisrauthese fictional accounts

2 A useful reference here is Karen Mills-Cousetry as Epitaph She argues that epitaphs are unique in
that they are representational. The epitaph subgtiiisedf for a presence that is absent, essentialty,
voice heard only because it is lost” (2).
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help us arrive at some central questions about reading dntyvepitaphs: How and to
what degree does writing (and do epitaphs) make death umikista? What
responsibilities reside with the epitaph writer? Wihatreaders of epitaphs expect?
What, in other words, is the relationship between tambtome?

| begin with examples of real epitaphs that understt@ehallenges epitaph
writers face and the various satisfactions that epiteptiers seek. | detail some
common characteristics of epitaph writing, variousagyic genres, and possible ways to
consider the relationship between language and death. Md@msider how Victorian
novels incorporate cemetery scenes and epitaphSrelt Expectationdor example, a
text which focuses on upward social mobility and humblenméggs, Charles Dickens'
main character, Pip, begins his journey on a grand s&farcthne identity of things" (1).
He knows his father's name only "on the authority ofdmsbstone” (1). His parents'
grave site becomes Pip's touchstone to his originaliigéit Although epitaph writers
and collectors often recognize the inadequacy of langwagecbunt for and represent
the dead, mourners nevertheless hope and expect tht iDwkensexplores this
paradox in the opening sceneCieat Expectations which Pip, who has never seen his
parents, studies their graves and replaces not onlykdite bodies, but their
personalities, with their gravestones: "My first faascregarding what they were like
were unreasonably derived from their tombstones" (1xo&dazing his "fancies" as
"unreasonable," Pip nevertheless looks at the "shaphe détters" on his father's

tombstone and concludes that his father must have"bessjuare, stout man with curly

# In “Repetition, Repression, and RetuBreat Expectationand the Study of Plot,” Peter Brooks argues
that the first part ofsreat Expectationgvolves Pip in need of a plot, initiating “in the selafor a

beginning” (505). Brooks focuses on Pip’s self-naming andthemovel presents texts to be decoded and
deciphered, such as the tombstone the Pip “reads” ineanitto discover his origins. He points out how
the entire text is actually about the process of reaalinignterpreting.
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black hair," while "from the character and turn of thecription" about his mother, he
figures that she "was freckled and sickly." Studying'five little stone losenges, each
about a foot and a half long, which were arranged in aroeabeside their grave" as five
little brothers who gave up their fight to live, hetpres the stones as babies, "born on
their backs with their hands in their trouser pocké¥ Pip thus sits at the graveyard
with "his family," a mother, father and siblings presemiy in the form of tombstones,
symbolic representations of the bodies he has neverasekthe identities he has never
known. As this chapter concludes, | move to close rgadihepitaphic scenes in two
other Dickens novels, first paying attention to John Cliganalleable self-composed
epitaph inLittle Dorrit, and, finally, concluding with a look at the problem pitaph-
writing in The Mystery of Edwin Drood

Because epitaph writers’ compositions often appeapoimestather than on paper,
grave readers often forget about authorship; the wordseostones provide the dead
with voices, and those interred seem to tell their stanies. These narrative acts reveal
not only how cemeterial language attempts to mark and eyrbsdies in respective
graves, but also how cemeteries become sites asburdh reading, interpretation, and
storytelling-with issues of point of view, imagery, trgpand characters.

It comes as no surprise that epitaphs were embracedtad pdarger nineteenth-
century culture of mourning; however, epitaphs flouristhedng this period and
developed into a formidable genre that reveals the Vatisras fascinated with not only
mourning as a process, but also with issues of grief anitl dedhey relate to
authenticity, taste, propriety, and self-conceptuatratiEpitaphs took on special literary

and cultural significance in the nineteenth century ¢batesponded to major social
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changes, including the growth of the middle class, tbation of new physical spaces to
house the dead, and the impact of industrialization disBiculture. Fictionalized in
novels and bound in collections, epitaphs provided waygpess the tension between
individual and social needs, to confront the complexdfegmembrance, and to
acknowledge the desire for identification and expressidotorians seem to have felt an
urgent need for recognition and remembrance, and recgusaimes and identities from
near-anonymity became crucial. Epitaph collectors fretjuadtiressed the social
factors that encouraged memorialization. Nash Stephersdirms, "the cemeteries and
the churchyards, even of the most remote villages, ataplify to the deep-rooted
feeling which exists in all classes of society to presamnd perpetuate the memory of the
departed” (3). In the preface to his 1886 collection of pp#®uaint, Curious, and
ElegantHenry James Loaring emphasizes, "Under the greaidsy Isufferings man still
feels the endearing tie of life, and is solicitous ndbe forgotten, and he who preserves a
monument, records a name, or rescues an inscriptiorsthearly effaced, is entitled to
remembrance"” (v). Underscoring both the poor condiomany gravestones and the
need to memorialize and be remembered, Loaring praises tiw preserve cemeterial
language, who "rescue” inscriptions that may no longeedeable (1). He describes an
ideal sort of reciprocity involved in memorializatiolf.someone restores a monument or
delivers a name from oblivion, he or she is "entitledpérsonal commemoration.
People could memorialize through the preservation oingrt-by copying down faded
inscriptions on tombstones and, eventually, by publishing.the

The first recognized British collection of epitaphs appé as early as 1619 with

John Weever’'s seminal woAncient Funeral MonumentsA century later John LeNeve
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published another key work in the history of the genreseaviolume collection called
Monumenta Anglicanél719). Victorian readers would likely have been famikdh
Samuel JohnsonAn Essay on Epitapi{&740) and William Wordsworth’s thréessays
upon Epitaphg1810), works that analyzed the purpose of and need for aggiepri
epitaphs. Johnson was primarily concerned that epitapérsvpresent examples of
virtue and that they follow guidelines for writing approf®jeeloquent epitaphs. In
“Decomposing: Wordsworth’s Poetry of Epitaph and Englishial Reform,” Karen
Sanchez-Eppler points out how Wordsworth, too, comments tin@o“critical evaluation
of epitaphs,” but she goes on to demonstrate howgsaysalthough they predate most
reform activity, might also be read as a critique ofddueform, a reaction to the changes
burial reformers would eventually impose. Wordswortls wancerned about
“conceptions of the relations between the dead antivihg, burial and commemoration,
loss and language” (Sanchez-Eppler 418). According to Saqh@er, Wordsworth
thought epitaphs could unify the dead and the living, and hea seed for fluidity of this
boundary. But Wordsworth worried that to remove corpses the presence of the
living would deny the witnessing of death itself and thwacessary reconciliation
between the living and the dead. He did, however, praisapbp as the ultimate method
of reconciliation because epitaphs could provide absolutie itn their public expressions
of private loss. Wordsworth understood, even before lmefiarm activity had advanced
during the nineteenth century, that the “debate over hpnagkices encompassed a
debate over linguistic practices” (Sanchez-Eppler 425)useche recognized how
language and death were interrelated, and how epitaphs coeitialhy replace corpses

and deemphasize death'’s presefice.

%01n her article, Sanchez-Eppler analyzes some intrash&from epitaph collections discussed here,
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A profusion of epitaph collections, many with authasss-referencing one
another and engaging in dialogues about proper remembrameeyesl during the
nineteenth century. This outpouring of collections sugdbatsepitaphs served an
increasingly important purpose for the reading publicriapadly-changing British
culture. The collection that seems to have ignitéehaent interest in epitaphic writing is
Thomas Joseph PettigrewZhronicles of the Tombs: A Select Collection of Epitaphs
(1857). Pettigrew’s contemporaries recognized him as ot dir st writers to provide
a comprehensive history of the genre and to take thectiotleand publication of
epitaphs seriously; his name turns up repeatedly in prafacedections, and collectors
often reprinted epitaphs from his 522-page volume. In hidéPe¢’ Pettigrew
establishes his purpose for studying cemeterial literature:

It is remarkable that so little has been writtarthie English
language, on Epitaphial Inscriptions. With the excepicen
short Essay, by Dr. Johnson, there is scarcehhamgyto be

found in relation to the subject-- nothing at all appraagto

the character of a history. | have, thereforeugt it not
unworthy of attention to trace Monumental Inscripsion
generally, from the earlier period to the presenétiamd

have endeavored to make such a Collection of Epitaphs
belonging to our own country. (iii)

Pettigrew seeks to establish a standard "history" of bam@ito provide a British

collection that identifies a national style and setigibiHe possesses what John Gillis

particularly William Pulleyn’sSChurch-yard Gleaning€1830) and Augustus HareEpitaphs for Country
Churchyardg1856). Sanchez-Eppler examines the ways these wpiessent a notion of language as
displacing the corpse and how that notion is divorced Wondsworth’s ideas iEssays
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calls “an intense awareness of the conflicting reptasens of the past” and the need to
institute memory as a primary “basis of national idgh(8). Establishing the history of
burial practices and commemoration provided a clearee sd@ri®w people might
commemorate in the present. Similarly, Loaring agfitaphs "a connecting link
between the past, the present, and the future" (pref&8sefocusing on individual
epitaphs, collectors like Pettigrew, Loaring, and th@ntemporaries were able to
provide snapshots that spoke to an industrializing Englandsagcbwing urban middle
and working classes. Epitaphs seem to have been cont@et@tbre rural past with
which urban dwellers were losing touch. The collectioth dissemination of epitaphs
can be seen as an attempt to permanently capture anteniadiridual identities while at
the same time addressing their relationship to familypnatind class. IBeath,
Heaven, and the Victorian Famijli?at Jalland addresses the various types of writing
(such as family memoirs) that consoled Victorian morg.n&he demonstrates how both
writing and publishing mourning literature routinely accompang@dvement and
facilitated not only individual, but communal, grief (387-&pitaphic collections
provided private and individualized consolation while, onassrscale, they filled a
distinct societal need. The growth of a middle claasting desperately to be recognized
and remembered fostered a renewed, more serious, iritecesneterial literature in the
nineteenth century. John Gillis explains how “middkess Victorians were the first
generation to deny death and have trouble letting go of && d&1). They were also a
generation deeply invested in identity formation and strugdtinguthentic social status.
Pettigrew was one of tens of collectors whose publistreed inspired epitaph

reading. The many volumes of the genre printed duringitteteenth century in Britain
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were, in effect, cemeteries replicated in print. Aushprefaced their collections with
long forwards and discussed everything from the historgeepitaphic form to the
varying purposes of their extensive collations. Thestibiethese collections suggest a
new audience for what their authors called the “ltieneof the churchyard” or
“tombstone literature” (Tinsley 1873; Box 33). For exampk65 brought the Reverend
Nash Stephenson’ Selection of Texts for Tombstonasd in 1874, Charles Northend
compiledLight Reading on Grave Subjecttese two titles and others like them indicate
a shift from thinking of stone as the primary mediumdpttaphs to thinking about them
on the pages of books. This new context for epitaphsgeuhtheir purpose, use and
reception.

In epitaphic collections, Pettigrew and other collestesponded to what John
Gillis refers to as “the new imperatives of individualis(10). On the pages of books, an
epitaph could be read as a highly-individualized and persodalieee of writing, as a
solitary voice speaking to an invested reader. Readingpdysiwas like reading
miniature pieces of fiction, each with its own namgtvoice and distinctive tone. The
appearance of these volumes raises a number of quedimutstiae role of epitaphic
writing in nineteenth-century culture. What common pueptid collected and fictional
epitaphs serve? What precipitated an outpouring of épit@pllections and who was
the intended audience for these tomes? Was readingtapleon paper a different
experience than reading it in a cemetery?

Victorian readers encountered epitaphs in both cerestand in bound texts.
Starting in the 1830s, those who strolled through the nestigblished and beautified

rural cemeteries read epitaphs in their intended setimghe tombstones themselves.
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During the early- to mid-nineteenth century, rural cemeseneéplaced the overcrowded
churchyards of London. Kensal Green (1837) and Highgate (1838)yaof the earliest
and most famous of these venues, cemeteries whichmareeakin to parks and
gathering places. Epitaphs continued to serve the basicgguoponarking and
commemorating the dead and facilitating proper mourninghfuse who missed them,
but epitaph reading became an increasingly popular leisnesactivity. By mid-
century, the idea germinated that old cemeteries shoukfdshioned and kept open to
the public, and government officials pursued laws that maltiegial to build on any
grounds that had been previously established as burialsspgeentually, the Open
Spaces Act of 1881 made this sentiment into law and insurgeethenent protection of
previously-misused burial grounds. Isabella Holmes, idedtdis “Mrs. Basil Holmes”
in her book, is author of the 189®e London Burial Grounds comprehensive history
of burial practices in England. Holmes penned a long ehaiged "Graveyards as
Public Gardens." She reports that by 1877 seven disuseddratalds had been made
into public gardens, and that this practice flourished dygar to the Earl of Meath's
formation of the Metropolitan Public Gardens Assooiatin 1882, which converted 320
grounds by the end of 1895 (232-3). Holmes advocates for tbgcpraf transforming
graveyards into appealing public spaces:

| would not say that a converted graveyard is a bgteten than

a converted square, but yet there is something morestitey about

it-- it is so very human; and where there are mamisto notable

persons... they form something with an historicaldlavabout it

which is attractive to look at. (246)
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Recasting old burial grounds as recreational public spacd#enced what cemeteries
built outside the city had begun in the 1830s, and theseomal "gardens" continued to
authenticate epitaphs as subjects of interest and egtabe—even popular—reading
material. Epitaphs provided the "something more inteiggstivat Holmes refers to, and
this interest in something "so very human" moved frommdhmemorial gardens onto the
pages of books. Epitaphs were meant to be not onlyimesatil, but also collected and
coveted, studied and shared in print form. Collectorsa@ftephasized both indoor and
outdoor settings for epitaph reading when they exprdsgedual enjoyment experienced
by both themselves as collators and their readers asim@ns of their volumes. Readers
could take part in the new activity of strolling around pakk-temeteries and reading
epitaphs, and they could subsequently relive that experieam the comfort of their
own residences. Epitaphs were no longer something relaalte read and appreciate
out of doors; their appearance as “texts,” as the subiebiyht reading,” underscores
their prominent entrance into print form and a growing neathtlerstand
memorialization as a textual, and thus literary, expee.

When epitaphs moved from the physical spaces of gaageynto literary and
narrative spaces in novels and collections, the epitaahing experience became more
private while it simultaneously became more popular andpasiuced. While
collectors underscored the "process" of composition alelction, they also emphasized
the role of epitaphs as distributed "product.” For exapgne compiler describes his
role as both collector and purveyor: “To the Readee Etitor of the following sheets
having... been curious to visit the depositories of the deatlto copy these monumental

inscriptions that appeared to him the most remarkable,affens them to the Public”
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(Henney preface). The collector experiences a privateent when he discovers an
epitaph, savors the process of transcription and hesaomediator, and then transforms
his personal pleasure into a product for a consuming puBlitlectors hoped to replicate
for readers the pleasant feelings and meaningful mortteeyshad experienced when
they copied down favorite epitaphs. M.F., the anonynaoitisor of one collection,
notes, “l hope the perusal of [the epitaphs] may affordesvhat of the pleasure | have
experienced in the collection of them” (preface). |€&xbr William Gates states in his
Collection of Epitaphs and Monumental Inscriptipfighe compiler of this work... is
induced to offer the product of his industry to the public, enhbpe that it may prove
neither uninstructive nor unentertaining in the perusal’ (Bates emphasizes the value
of epitaphs in the literary marketplace when he refietgs compilation as a "product”
and calls his collecting duties "industry.” M.F. sinlifanotes in the title of his book his
identity as a "commercial,” as well as a literargufe. We see how collectors
understood their roles and how collectors took their owraf@iexperiences of epitaph
reading and offered them for public consumption. For @@nCharles Tinsley thinks
of his collection in this way: "At first the curio®8 collected were simply intended for
the author's own private amusement; they have now,\lew&wollen to such
proportions that he has been induced to give them to tHd"wuaii). Tinsley makes it
sound as if he hardly had a choice but to publish the epipthey overflowed his
private collection. In turn, readers of collectionsild re-privatize and personalize the
epitaphs when they read them in published volumes; Tinségyprovide them "to the
world" after they have "swollen" beyond his control, eading epitaphs was still a

private, individualized act.
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Collectors' egos, too, seem to have swollen. As progucemy of these
collections’ editors spend more time talking about thedwes-- their pleasures, collection
practices, hopes for their volumes-- than about thefapitaphic writing itself. They
inadvertently reveal the problem with memorializatibms difficult to overcome
personal desires and egos when commemorating othersleyrand others magnify their
own roles and contributions; their prefaces include gerseself-praise, along with
lengthy proclamations about their fulfillment of public datie the publishing of such
tomes:

When a man wishes to gain publicity for a Work of hisipw

it may, perhaps often be expedient to explain thpa and

nature, and the motives which prompted it. In the ptese

instance, however, it is the performances of otheplpeo

which the compiler of this volume has ventured tooititice

to public notice; but, nevertheless, it is thought desrabl

precede its contents with a few introductory and expdaypa

words. (M.F. preface)
The reader watches this writer as he fluctuates betsaépromotion and letting the
epitaphs speak for themselves. He begins this excerpigfeké need "to explain,” then
solicits “other people,” but concludes by offering “a fmtvoductory comments and
explanatory words” anyway. He then discusses himsalerything from his rationale
for the study to his boyhood fondness for visiting churothyand copying epitaphs. He
recounts the work involved in producing the collection witims false modesty; the

book appears in print only because he has “yielded to expeaquests” to publish it. He
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cannot help but add that he believes no “more genuinelectioh has... hitherto been
published” (M.F. preface). lronically, he experiencesstie oscillation between
egocentrism and humility as epitaph writers struggldgd thiemselves.

As collectors offered their products to a reading putiiey altered the
experience of epitaph reading and the purpose of epitafgritlire. Collected epitaphs
no longer existed for the primary purpose of memorialimdgviduals. To hold a
collection in one’s hands and read pages of epitaphschedpders make
memorialization more concrete. As John Gillis expdai‘'memories and identities are
not fixed things, but representations or constructionsality”’; these compilations
became mementos for their readers—representationsnitiele constructed to make
mourning and remembrance more tangible. Collectionpitdphs created a space for
the living to embrace memories of the dead while simatiasly learning something
about their need for commemoration, the way languggaaes bodies, and the
constructions of their own selfhood.

Epitaph writers often self-consciously imagine thect®ns their pieces will elicit
and the potential audiences for their compositions, amy @gitaphs address readers
directly. At Wood Ditton in England, William Symorepitaph relates that despite his
penchant for "a sop in the dripping pan,” he died when dgldaot eat." The epitaph
ends by supposing potential reader response: "My neighhessperhaps will laugh /
When they do read my epitaph” (Loaring 170). Anothemlppitvarns, "Tread gently,
reader, near the dust / Committed to this tomb-stonets (Ai€ollection166). A stone
memorializing Lady Southampton near Exeter Cathedrdkrédet this marble tell /

What heav'nly worth in youth and beauty felX' Collection29). Another, to the
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memory of Margaret Scott, proclaims, "Stop, passengei, my life you've read; / The
living may get knowledge by the dead Collectiori02). Inscriptions like these
demonstrate the assumptions that epitaphs make and theataxons about authorship
and reading. They suggest how cemeteries and burial grasgndgransformed from
forgotten repositories to places for reading, learning, @edacting, for conversing with
both those written about, as well as with other @ead A common epitaphic conclusion
captures many epitaphs' dual intentions of honoring andibiescthe dead while
challenging their audience: "Thus ends the record gbithes man; / Go and do likewise,
reader, if you can" (Pettigrew 126).

Epitaph writers assume that their words will be read, many verses suggest an
audience of willing, participatory readers. Admonishmeatstitute one of the most
common epitaphic modes, and almost as popular are refuestsne kind of assistance.
Often, the dead speak to the living, and the experienoadg personal by a proper
address to individual readers. Sometimes epitaphghik@ne fromA Collection of
Epitaphstitled "On Robert Hope," address reading within the cdrdémourning, as an
integral part of the grief process:

READER, it grieves me that | cannot bring

A sea of tears to drown my sorrows in,

For the lamented death of my dear father,

Whose soul God lately to himself did gather...

Oh, grief stops my eye-streams! Pray, Reader, then

Lend me some tears till | can weep again. (13)
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Rather than speaking from the grave, the voice in #mnsevclearly belongs to a son or
daughter of the deceased who invites the reader to pamticipato interdependent acts:
reading and weeping (a literal "read it and weep"). tleoto sympathize with the grief-
stricken persona of the verse, the reader's eyes nmsiroe the lines, and then those
eyes must reciprocate by "lending some tears." Ireghtsphic exchange, the writer has
leant heartfelt words and expects equally-heartfelt;rtiveed” tears in return. Even
though the highly-personal death of a father has deealsta¢ "I" that initiates the
epitaph, that "I" becomes "we" when the reader iseaMvib take part in the related
activities of reading and grieving.

At times, reading becomes so essential to the grigrimcess that the seemingly-
germane expression of sorrow becomes secondary. sA frem Loaring's collection
similarly focuses on the eyes, but the author bypasggessions of mourning altogether
to prioritize the act of reading. Here, the speak#draslead man:

Reader, of these four lines take heed,

And mend your life for my sake;

For you must die, like ISAAC REED,

Tho' youreadetill your eyes achel(189)
The only way an epitaph like this one could be moregmatisvould be to address its
reader by name. The exhortation acknowledges its audiencstates death's
inevitability before concluding with an emphatic punning nexfee to the act of
reading—reading gravestones so feverishly that it iemattionally difficult, as we
might expect, but physically painful. Reading supplarasmming and becomes the

primary way to process death. This writer admits teatling can be more painful than

87



grieving when the eyes ache more than the heart. atkigy the epitaph points out that
coming to terms with death involves careful readingnetieugh reading epitaphs "till
your eyes ache" in an attempt to understand death caglpogdu avoid it.

Epitaphs indeed encourage readers to face their own mortahey function
primarily in two ways: practically, they indicate tlikentity and placement of the dead.
They also serve as linguistic communications frombmuathe dead, either to facilitate
mourning or to provide information and even entertainmetiidse who knew the dead
or to strangers passing by. As written pieces reverddmyy and friends, as well as
strangers, epitaphs occupy an ambiguous space between dationeand fiction.
Readers might be looking for particular genealogicakmétion, such as a birth or death
date, or they might be more interested in the vaar@tiengaging "stories" that epitaphs
offer, such as the cause of death, status in life, gs@f®, or relationships with the living.
These non-essential but intrinsically-interestingegeof personal information encourage
readers to keep reading and to read attentively. Although wofritten in verse, epitaphs
are akin to narrative in that, in their most basiaf (including name, birth date and
death date), they identify a person and convey the liyearlife that can be associated
with storytelling.

In 1892 Charles Box wrotgélegies and Epitaphs: A Comprehensive Reviag
of the most luxuriously-produced and comprehensive collestd epitaphs. He
presents an overview of "the origin, design, and charattdonumental Inscriptions
and of other Necrological Literature," and includes @@9 "epitaphs or mottoes,
classified to suit the exigencies of different timedéfef (title page). Box combines

epitaphic material with prose sections that discuss te#iakovercrowding and disused
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burial grounds. He explains, “Inscriptions were not gsweonfined to rhymes... In some
cases, epitaphs were carried to extravagant length”’ (Id)ger epitaphs engage many
of the critical features of narrative: charactettiisg, diction, narrator, and sometimes
plot. Like novels, they promote self-examination andositty about others, and they
encourage experiments "with possible selves" and teachepaloplit the roles they play,
their "places in the real world" (Lentricchia 69). Mammal inscriptions assign a
beginning and an end to life experience and reveal céhémales, roles, and
characteristics of the dead, as well as of the living.

The challenges in and intricacies of epitaph writing\aay depending upon
whether or not a person writes his or her own epitajoin {r death. Little is said to
address this possibility in nineteenth-century collect@irepitaphs; it seems that in most
cases, the bereaved wrote verses about lost loved &wves though some epitaphs stray
from expressions of grief, they often contain messagesthe living: words of pain and
loss meant to express the grief of the bereaved. drsémse, the words function to
console the writers themselves. These varied redphtmess—capturing and
representing identity, remembering individuals, consolingmmers—complicate the task
of epitaph writers. They must distill and convey thsemce of the dead and submit to,
even in lengthy epitaphs, an economy of expressiodsirtiie experience of grief.

Wide variance in length and style make epitaphs a dufigpecfor criticism. Most
editors of epitaph collections appreciated the formedatdity of the genre: “The
examples chosen must suffice to show that the epitaghhat shaped to any particular
model, restricted as to length, or guarded by any prescribedofioexpression” (Box

19). Nevertheless, self-appointed monitors of epitaphiprpty voice their frustrations
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in consolidating middle class taste. Although collecfmesent pages of less-than-
reverential epitaphs, choosing the right epitaph was sgglto involve discretion,
restraint, and good taste; writers of epitaphic and boréaduals make that clear. Some
authors bemoan the fact that the “graveyard has too béen chosen as the medium for
jests, epigrams, acrostics, anagrams, chronograms, leerddetvices exemplifying the
worst taste” (Box 114), and they abhor the acknowledgmesiich disrespectful ditties
in bound collections. Box includes a particularly hansiective in his preface:

If perchance this volume should be opened with the expieat

of its affording the reading "a fund of amusementagpointment

will most assuredly ensue. Any subject suggestive afusethought

and meditation demands a corresponding treatmeatl it & that

the dead should supply a tempting theme for the jestdrthe

valley of dry bones an exclosure for the growth ofaykveeds.
Box's moral language demonstrates the social and relifjioason of epitaphs. Failing
to see the entertainment value in epitaphs, he warmedder about the potential danger
of "unholy weeds." Similarly, Jephson declares,slsad to see how unsuitable, how
almost ludicrous” are many of the epitaphs he encountersife idea of the tasteful
epitaph-- defined predominantly as simple and direct-- cesfas early as 1830 in
Tributes to the Deagdvherein the Reverend Luke Booker claims editorial glictgon
over all the epitaphs that appear on the stones ichhixhyard:

Hence are the walls of our churches and their contigjgemeteries,

instead of exhibiting ‘Sermons on Stone, and good in ataryg,’ too

often disgraced by chronicles of the dead which excitgiens certainly
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quite the reverse of seriousness to the living... aqadeent their

occurrence in my own parish, | requested the difteseme-masons

always to let me see the form of inscription broughthem before they

transferred such form to its abiding station on sto(aii)
Like editors of later collections who choose whicltagghs to include in their tomes, this
reverend appoints himself the churchyard arbiter of epitgmioipriety. He represents a
substantial faction of clergymen-turned-epitaph-cadiectvho took it upon themselves
to monitor the quality of epitaphs. The Rev. Nash Steplmedsolares, “An epitaph
should speak in a threefold voice. It should commemdhateead; it should comfort the
mourner; and it should edify the general reader” (4).sltgests that the record of the
departed’s birth and death and a brief, yet poignant, pieSeripture will suffice. In
Hare’s 1856 volumé&pitaphs for Country Churchyardthe author includes the “best and
simplest” Scriptural passages and some “brief sentencds considered for
inscriptions (x). Some clergymen hoped to provide suggestboine bereaved. I
Wreath for the Tomfl862) The Rev. George Mower Webb says, “a wish to a&sisin
the choice of a suitable epitaph has led me to makdttl@scompilation” (preface).
This group of churchmen hoped to elevate the mourning procassuitably respectable
national standard by providing appropriate selections andueagiog the words of
tasteful memorialization.

Longer narrative epitaphs could provide fuller charazaéions, including the

relationships of the deceased, along with their favauteities, professions or
circumstances of death; however, lengthy epitaphs weza obnsidered overdone. But

composers of epitaphs were also highly consciouseofrtiliitiple rhetorical constraints of
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the form. When writers tired of providing the usual dggors of lives, they sometimes
wrote about their own tasks or about general epitaptimgtips. Loaring includes an
epitaph for "a writer of long epitaphs” in his collecti

Friend, in your epitaphs I'm grieved

So very much is said.

One half will never be believed,

The other never read. (147)
The author's blunt stanza—itself following typical guides$ for concision and clarity—
expresses sadness not for the passing dubjectof the verse, but for his ineffectual
writing. The author is "grieved" about the inferior epitaphstemiby the dead man
instead of grieving in his own piece. This epitaph wiiszs the inscription to comment
upon the best way to memorialize, and comments onhingg that happen when readers
face extensive epitaphs. He suggests that writing gthlencreases the chances of
embellishment while it simultaneously risks losing readattention. This verse,
expected to memorialize, turns into an epitaph aboutpdpuaiting; its focus shifts self-
reflexively from writing about lives to writing about wng, and its author ironically
neglects to memorialize while he bemoans other pooriyem verses.

Writers of epitaph collections point first to persioaiad then to public reasons for
their works. Many of these collectors reveal thay tiae pleasure in wandering
churchyards and recording inscriptions. Webb claims, “a tisssist you in the choice
of a suitable epitaph has led me to make this little datgn” (preface). An author
identified as M.F. explains that his personal “liking wsiting Churchyards” during

evening strolls while traveling lent itself to publicatiwhen “by many [he was] urged to
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print” the fruits of his wanderings and decided to “yieldeaigkh to these repeated
requests” (Introductory). In hBpitaphiana; or The Curiosities of Churchyard
Literature (1873), Samuel Tinsley expresses how his private hobby tpuisid:
Amidst the multitudinous engagements of the writend® during the last
twenty-two years, found time to collect the follogicuriosities of
churchyards... When the author has found himself in ayeilath a spare
moment, it has frequently been engaged in perusingehatlire of the
churchyard. (Sometimes, much to his chagrin, he haslbeleed out, and
so disallowed the indulgence of his desires.) At fiistcuriosities
collected were simply intended for the author’'s ownaievamusement;
they have now, however, swollen to such proportionshédas been
induced to give them to the world. (vii)
As burial was shifting from private to more public domainsysoe inscriptions copied
in private by an individual hand being offered as a courtesygublic readership. The
writers of epitaphic collections argued that the public n@¢lese volumes to choose the
perfect epitaph in commemoration of loved ones.

By the 1850s, the idea of exercising taste became evenurgent since the
working classes were more likely to take part in individealimemorialization, and
writers identified members of the poorer classes as tipeators of poor taste. Disdain
for the poorer classes often supplants mere concethdw ability to mourn properly. In
A Selection of Texts for Tombstoi#865), The Reverend Nash Stephenson spells out
his concern with allowing all classes to write theimoinscriptions:

The cemeteries... amply testify to the deep-rooted fewlimgh exists
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in all classes of society to preserve and perpethatsemory of the

departed. Unfortunately, in too many instances, the jedgand

capacity of those, with whom rests the selectioth® memorial, are not

equal to their intentions, and hence are found in Gaats so many...

offenses against good taste, and so many records of theaieéully

repugnant to truth... An endeavor partially to remedysucevil is the

object of this Tract. (3-4)
Here, Nash automatically associates the need focladkes” to memorialize with the
threat of poor taste. He implies that the lowersdasdespite good intentions, lack the
“ludgment and capacity” to devise sufficient inscriptiofifie idea of instituting proper
burial conditions for all classes was beginning to geabe

Epitaphs repeatedly acknowledge their own failure andrpeverished nature

of memorializing language. This text underscores the igipiis/ of a successful,
authentic epitaph:

[Name]. We trust

The lingering gleam of his departed life

To oral record; and the silent heart;

Depositories faithful, and more kind

Than fondest epitaph. (M.F. 86)
This writer admits that unspoken emotions are more atithemd genuine than the
words written in an epitaph. The author would trusaloecord” and "the silent heart"
before he or she would rely upon memorializing words.thfulness is repeatedly called

into question by epitaph writers; there is seldom galiah expectation that readers will
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take the epitaph's words at face value. For instanceyRuficludes the following
exchange in his collection. He presents it as anm@pttaat he has copied for his volume,
albeit an unconventional one:

Two persons lounging in a churchyard, one of them readsitbe/ing

lines:

‘A loving son, a parent dear

A faithful friend, he lieth here.’

‘It is an honest epitaph,’ said one, ‘ if it be agione.’

‘Oh,’ said his companion, ‘I can vouch for its trutdy, | knew the

Deceased well, and he directed the inscription hims@ii)
The pun on "lieth" sets up the remaining conversationtagmitaphic honesty It
underscores the skepticism underlying the whole procegstaphic authorship.
Victorian epitaph collectors and authors of fictionlizeal the problems in writing
epitaphs, and the potential for conceit when writing oo®/a memorializing words.
The popular epitaphic phrase, “Here lies so-and-soaisstormed into “Heréesthe
epitaph writer” when a tombstone's veracity is calied question. The words on
tombstones provide basic information and sometimes amerént, but they also reveal
that language itself provides an unreliable representatioi@otity.

Although epitaphs are, in theory, written to honer diead, the faces of

tombstones sometimes provide a place for the writeepitaphs to express less

convivial feelings. While most inscriptions relateesdt a hint of sympathy, sensitivity,

31 |t seems necessary to mention the bearing of JolticKsThe Power of Lies: Transgression in
Victorian Fictionon this discussion. He writes, “The Victorians thelviss were well aware of the...
desirability of theatricality in self-presentation.” Thiad of dramatic presentation plays into both theston
of Victorian epitaphs and the fascination with deceptiomamy of the pieces. What Kucich calls “a
recognition of the relationship between the staged sdlfaceit” (28) comes into play.
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or consolation, some writers use tombstones tees#igputes, sever relationships, or
simply distribute insults. Many take up the subject athttelling and, in what some
epitaph experts of the time would have considered inapptepdefame the dead; the
convenient double meaning of "lie," the word most often domrepitaphs, encouraged
verses like this one:

On A Lyar

Good passenger! here lies one here,

That living, did lye every where A(Collection2)
Apparently this person exchanged one type of "lying" fatlaer when he entered the
grave. The writer of the verse establishes a pogibre by flattering the reader ("good
passenger") and sets up expectations of a traditionapbptaly to turn abruptly in the
second line and insult the dead. Epitaphs like this provideadive space where writers
can use language to satisfy their own personal grievances.

Ultimately, like burial reform stories, epitaphs grkggbwith the effectiveness of
language in tale telling, "On Captain Jones, a greatlleawnd story-teller,” ends with a
playful turn not on the Captain's marvelous talent farisly his adventurous tales, but
on his veracity:

Tread softly, mortals, o'er the bones
Of the world's wonder, Captain Jones;
Who told his glorious deeds to many,
But never was believed by any.
Posterity, let this suffice:

He swore all's true, yet herelies. (Loaring 195)
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The witty use of the word "lie" describes both Capfaines' position in the grave and his
penchant for storytelling. The epitaph initially hontivs Captain, remembering him as
"the world's wonder." In line three, the reader seasgsft in emphasis from the
performance of his "glorious deeds" to his oral dissetainaf them as he shared them
with others. By line four, the epitaph's preoccupationdargiinstead of acting as the
world's marvel, the epitaph reveals that the world wosdié Jones' tales could be true.

Line four puts it bluntly, in absolute language: he "nevas believed by any." Future
generations should remember him not as a talented shparns, but as one who
propagated deliberate falsehoods. What is most remarkahk ihe epitaph writer asks
readers to do something similar—to listen to him and behev/ords. In actuality,

readers might condone Captain Jones' "lies" becauiseah&toryteller and question the
intentions of an epitaph writer who chooses to slah@esubject rather than honor him.
Epitaphs are ultimately unstable and subjective. Whenkeipd his parents to their
gravestones isreat Expectationst is no wonder he calls his graveyard assumptions
“unreasonably derived”; oftentimes, it seems, stoneonsmand epitaph writers were

more concerned about artistry and storytelling. Theygabsorbed in the creative

process that their subjects were sometimes the last tiney remembered.

"Stop, Reader!": Graveyard Genres and Cemeterial Amersiesm
Tombstone literature implies a particular, although sonest broadly-defined,
readership. One collector specifies his intended audiarius preface: “The book may
possess some interest not only for sympathetic redualgralso for reflective minds and
students of human nature” (M.F.). Collector WilliamillByn defines a broadly-imagined

audience in terms of both feeling and edification:
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By the serious-minded, much will be found in this smalline

that will accord with their feelings; by the curiousjch that is

interesting; by the lovers of Epigrammatic wit, sé@ns of the

choicest morceaux. The gay and thoughtless, the iaosand

worldly-minded, may also find in it matter for sericarsl

humiliating reflection, while all may derive amusemiom it;

his object being to avert the broodings of melancholy tlaead

visionary chimeras of a diseased imagination, witigouhg

office to any. (iii-iv)
Pulleyn recognized that readers would use his collectidistinctive ways. With this
single genre, he can appeal to "the serious-minded, tltheus," "the thoughtless," "the
ambitious," and "lovers of... wit." Collectors suggdstir intended audience through the
types of epitaphs that they select and how they présemt While most collections
include epitaphs of the noble and famous, many give aspalee to other, more
common, types, such as the “moral,” "admonitory," tyit“humorous,” “satirical,”
“curious,” or just plain “interesting.” Although we canmbivays understand collectors'
personal criteria for selection, one thing is certtiry felt the need to represent epitaphs
categorically.

While | will go on to examine some of these categoiigs,important to
recognize that epitaphs include many common features, stioé asdden shifts in
point-of-view which suggest the intimate relationship betwesces from the grave and
living readers. The shifts in perspective are sometjaigsg, like this one which begins

traditionally, but surprises the reader by concluding wikrang first-person voice:
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Here lieth Matthew Hollinshead,

Who died from cold caught in his head.

It brought on fever and rheumatiz,

Which ended me-- for here I is. (Loaring 158)
The last line helps the writer achieve his rhyme, widrén is" complementing the
difficult to match "rheumatiz,” but in choosing thaserds to accommodate his rhyme
scheme, the writer abruptly changes point-of-view. €pisaph acknowledges the
typical "Here lies" form, but also reminds the reattat the dead person is not only
described from an impersonal, third-person perspective blgagpresent, involved in his
own memorialization. The third-person narrator hasithe cause of death, and the
deceased appears in the final line to confirm both theecatihis demise and his final
resting place.

Sometimes epitaph writers reverse this pattern bybew with a strong "I" and
concluding with a focus on the reader. The most conwpening lines for epitaphs
allow the dead to call themselves to mind when they dyrecitiress the reader. This
first-person epitaph, and many like it, use the figurade@ceprosopopeiaa form of
personification which acts as a voice from beyond thgeagr The first lines of this verse
accost the reader and demand immediate attention:

Stop, reader! | have left a world
In which there was a world to do;
Fretting and stewing to be rich--

Just such a fool as youEJerybody’s Book3)
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This salutation starts by focusing on the dead, the "I Akdpg from the grav& By the
end of the epitaph, the consequences of the "I" haftedho apply to the reader, the
"you" of the verse, who is drawn into the errors ef deceased. This type of epitaph
appears in several different variations, many of whitclude by insulting the reader
while simultaneously asking the reader to identify widh $peaker-- a surprising device
for a genre so deeply connected to and invested in its @edi€ther speakers adopt a
more seriously cautionary tone while vacillating betwish and second person, the
dead and the reader:

As you are in health, and spirits gay,

| was, too, the other day;

| thought myself of life as safe

As those that read my epitapliEvérybody’s Book9)
This epitaph reminds the reader that death is inevitable wtawing attention to the act
of reading itself. Epitaphs like these identify the dasthe "narrators" of stories and
suggest that only in death can readers join epitaphic speakenessengers of wisdom
and admonishment. In this way, the dead indeed tell thlesvever, these
admonishments present a paradox: the reader is expectatitattentively but is also
presumed incapable of understanding the words of the epitaifghliving.

Even more interesting are epitaphs that boldly gagaaders, only to turn them

away. This epitaph defies the principle commemoratiupose of identifying the dead
by thwarting readerly pleasure and satisfaction:

Reader, pass on!-- don’'t waste your time

32 paul deMan provides a useful discussion of this concépiitbiography as De-Facement,” Chapter 4
in The Rhetoric of Romanticism
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O’er bad biography and bitter rhyme:

For what | am this crumbling clay ensures:

And what | was is no affair of yoursEverybody’s Book94)
This verse acknowledges the failure of commemorativgulage and uses
memorialization as a pretext to warn readers abeutigndacity of “bad biography and
bitter rhyme.” It calls attention to itself as a tbytbeckoning to readers and then causes
them to question their motives for reading in the folace. The speaker reveals that he
knows exactly what the reader seeks in his text buteefitsengage in a traditional
cemeterial exchange. Another epitaph suggests somethirgrsatmut its audience:

Here lies Pat Steele.

That's very true:

Who was he? What was he?

What's that to you? (Pulleyn 102)
This epitaphic voice is sage enough to predict the verstiguns that its reader will ask.
It directly identifies its audience as strangers toddwed person, as people who read to
find out more about "Pat Steele" but can never realbnktwho he was," or the essence
of his personality. "What was he?" suggests that #feereader discovers Steele's
identity, his or her next question will focus on a wayudge Steele or assess his life
through his nature, profession, or good deeds. But the stops there and offers no
answers; it admits to metonymically representing Stebledy, but refuses to represent
his identity.

Some epitaphs reverse this strategy: instead of timgdlte desire to read, ask

guestions and learn more, they encourage extra-textearods That is, while Steele's
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epitaph brings an abrupt cessation to the act of rgasame epitaphs implore the
audience to read more. M.F. reports the following laresfrom a tombstone in
Landport Cemetery, Hants:

In Memory of

REBECCA,

The Affectionate Wife of

WILLIAM SMITH, SENR.,

whose transition from Earth to join

the blood brought throng, took place

according to Eternal Destination on the

22nd day of March, 1843, in the 57th

year of her age.

To know her worth read the last six verses in the la

chapter of Proverbs. (1)
Like Pat Steele's epitaph above, this one acknowletigegs reader will want and need
more information. It implies that the language onttmabstone is insufficient to capture
the identity of the deceased. To find out more abou¢lael woman, the epitaph reader
should consult the Bible and read about her strengthitgidgindness, and virtue. The
reader would understand the reference after reading 3&rs&eward her for all she has
done. Let her deeds publicly declare her praise” (684).biéwity of the epitaph cannot
convey the essence of the person it is meant to esgres® the reader is encouraged to

consult another text.
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Other epitaphs forego accosting, insulting, or advising reaaheknstead aim to
impress and entice them to move beyond reading passivayperience the
peculiarities of language and actively participate in lingugames. In this way, a genre
meant to honor the dead is transformed into a venustecase the epitaph writers'
clever manipulation of language. Collectors reservedag@aces in their volumes for
anagrammatic, punning, or acrostic epitaphs. These textsndemore of the reader,
while underscoring both the skill of the epitaph wraed the careful discernment of the
epitaph collector. In most of these epitaphs, thetyabd create a clever pun surpasses
the decorum of proper and reverent commemoration:

This tombstone is a Milestone;

Hah! How so?

Because beneath lies Miles who's

Miles below. Everybody’s Book33)
Texts like this one convey the basic information neagsto identify the dead. In this
case, the reader cannot help but detect and rememb®rtteeof the deceased, a word
that appears repeatedly in this verse. But the namedislelglued; it moves from its
central position as a proper noun-- the commemoratireispiece of the epitaph-- to
that of a common noun. The name loses its primgmnjifiiance as a personal identifier
and becomes the word manipulated to fulfill the pun,diatie writer, and amuse the
audience.

Some epitaphs are even more ambitious with puns andplayrdespecially
when the names of the deceased lend themselves to maaipuMthen it comes to such

linguistic maneuvers, epitaph writers seem preoccupiddpuins about coffins and other
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burial spaces. "Epitaph on a Dentist" jests, "View ginésvestone with gravity / He is
filling his last cavity" (Safford 40). Loaring includes ase found in a cemetery near
Salisbury about Richard Button: "Oh! Sun, Moon, Stard, y& celestial Poles, Are
graves then dwindled intButton-Holes? (173). He also includes this verse about a
clergyman named Chest:

Here lies at rest, | do protest,

One Chest within another;

The chest of wood was very good--

Who says so of the other? (194)
Another speaks of a "Mr. Box" in a similar fashion: felées oneBoxwithin another"
(Loaring 155). This type of epitaph generally includes a questi riddle posed to the
reader. Epitaphs like these are clearly more intedestimteracting with readers than
reporting life statistics. They actually befit death lseadeath itself is so confounding,
so inexplicable. These kinds of riddle-epitaphs reeeome of the seriousness of death
by allowing readers to fixate on a much less somber cyoom

Some epitaphs offer so little information that ehernot much for readers to

report. In his collection, Tinsley and others include sdvwariations on an epitaph that
admits its own linguistic and representational failure:

She was!

But words are wanting to say what!

Think what a wife should be,

And she was that. (143-4)
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This lazy epitaph writer does little more than convesyhife's former existence. He first
connotes his wife’s mere existence: "S¥ed" From there he explains that language
cannot adequately describe her identity: "But words areingato say what!" He then
concludes with a narrative dodge by transferring his redpititysto the reader of the
epitaph: "Think what a wife should be, And she Wad." A narrative designed to honor
the body in the grave below it with distinct meanimg®instead with an empty pronoun:
"that." He asks the reader, who never knew his woféintsh the narrative task which he
has begun. He thereby defies the very purpose of thepépiio convey "the truth" about
the person it describes-- to focus upon the identitheftiead.

While we expect gravestones to correlate metonymieally bodies because they
often come to represent our only knowledge of the badesreplace, some epitaphs
call attention to the misrepresentation or absent®dies. Epitaphic memorialization is
thus not always dependent upon the presence of the lbtitly deceased. Some epitaphs
problematize how many bodies an individual stone and veagerepresent, and many
incorporate outright lies by confirming the presence adrase in one line and then
admitting its absence in the next. An epitaph intéraChurchyard, Norfolk, reads:
"Underneath this sod lies John Round, / Who was loskiis¢l, and never was found"
(Loaring 173). Another reads, "John and Lydia, thatrolog pair, / A whale killed him
and her body lies here" (Safford 19). A child admitsaibgence of its siblings beneath
multiple grave markers: "Under these stones lies ttinddren dear; / Two are buried at
Taunton and | lie here" (Safford 15). Some verses takéartte to express sadness that
corpses cannot be paired with grave markers. This epbajpld fat Nettlebed,

Oxfordshire completely refutes its purpose and contrad&tsan claims:
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Here lies Father and Mother, and Sister and I;

Wee all died within the space of one short year;

They all be buried at Wimble, except I,

And | be buried here.E¢erybody’s Book'4)
The speaker offers a wishful misrepresentation initeetivo lines of this epitaph and
then admits his mendacity in the third. Although epitdiiesthis one purposefully defy
the tombstone's function of representing bodies, tlyanvey the subject's severe
sense of isolation; we understand his desire to at leastrbedwith the rest of his
family (or they with him). The following verse offeassimilar tension between absence
and presence, although somewhat more honestly. Tter wuggests what would have
been ideal burial circumstances for this family:

Here lies JOHN HIGLEY,

whose father and mother were drowned

in their passage from America.

Had they both lived they would have been buried hdtgerybody’sl33)
The narrator speaking from this grave admits that theestbould have represented three
bodies when it actually stands for one. The langu&gaah tombstones points to other
locations-- sometimes other burial grounds, but, maenpfo unknown places that
tombstones do not or cannot demarcateGrantham Churchyard, Lincolnshire, Loaring
copied John Palfreyman's epitaph, which describes a losttapjpy for proper burial. It
expresses the expectation that it will, someday lifalfrow to memorialize once a final
body is added to the family grave:

John Palfreyman, who lyeth here,
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Was aged four and twenty year;

And near this place his mother lies,

Also his fatherwhen he dies!(170)
In this case, writing conveys not what is, but what @xentually happen. Instead of
representing a present body, the language supplants theoteadtsthe living father
who expects to join his family in the grave. One kindlidence replaces another. Once
the father's body is interred, though, the expectagukage on the epitaph will become
ineffectual; the epitaph will remain focused on a futureteven after all three bodies lie
buried in the grave.

We find similarly problematic epitaphs and absent boligislighted in Bram
Stoker’sDracula when Swales, the old man who frequents the graveyanihrEishes
Mina and Lucy about the mendacity of tombstones. Thiallgnound becomes the
center of fleeting identity, unexplainable death, and dlismies; at the same time, it is
the site of the production of language and writing, oneepleghere Mina keeps her
journal. Swales rages about “them that, not conteht pvintin’ lies on paper an’
preachin’ them out of pulpits, does want to be cuttinfrtleen the tombsteans” (65). The
stones are so heavy that they tumble down becaube betviness of their falsehoods.
Many of them state “Here lies the body” when acty&hyales cries, “there bean’t no
bodies at all... Lies all of them, nothin’ but lielsame kind or another!” (65-6). He points
out a particular epitaph and its futility:

Edward Spencelagh, master mariner, murdered by pirdtdgeafoast
of Andres, April, 1854... Who brought him home, | wondehap him

here? Murdered off the coast of Andres! An’ you ebed his body lay
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under! Why, | could name ye a dozen whose bones tieitGreenland
seas above... ‘or where the currents may have dtifead. There be the
steans around ye. Ye can, with your young eyes, resshthll print of
the lies from here.” (67)
Swales turns up dead-- indirectly of a broken neck froall@m their graveyard seat on
the cliff, presumably murdered by Dracula, but more pricige some sort of fright, for
there was a look of horror on his face... Perhapsalesben Death with his dying eyes”
(85). Swales perishes in sight of the deceptive epitaplentents, broken like one of
the crumbling tombstones.

The epitaphs in Victorian churchyards, published in collestam novels all
suggest nineteenth-century expectations and beliefs concemoipgr recognition, social
aspirations and meaningful memorialization. Epitaphsest@mmon concerns about the
reliability of commemorative language, the growing defireself-making, and the
demands and expectations of attentive readers. Epitaj@nawary form and content to
experiment with the ways that identity appears in ngitnd to raise concerns about how
readers access the identity of the dead and concepttidiz®@wn existence. Narrative
acts replace bodies, and although voices from beyongkéive might bemoan the
absence of a body, they attempt to account for thrabceal absence through the
accumulation of language. Epitaphic narrative voices enigadgbates about readerly
presence and expectation; the voices of the dead ekpibnses, encourage further
reading and control linguistic exchanges. They questiaders' motives and intentions

and ask, "Why do you care about this text?" and "Why avergading this epitaph?"

108



Word games, insults, puns, confessions-- all of thesddaf epitaph writing suggest an

impulse to learn, question, and entertain through thefaetding.

Epitaphs irDorrit andDrood: A Life Revised, A Life Embellished

While epitaph collections were increasing in populanigeteenth-century
novelists featured similar concerns about individuagioa identity in death. Authors
described graveyard visits and epitaph-reading scenes gsrdsented themes of
authenticity, absence, and ambiguity. In Wilkie Collinke Woman in Whit€.860), for
instance, a tombstone receives its own narrative ircbapter, but tells a false one. The
language on the stone belies the body in the grave aredajes anxieties about class and
identity when Lady Glyde is found alive, and a pauper’s mtyipies her grave. In
Collins' mystery, Walter Hartright's reading of Laurady Glyde's epitaph is interrupted
by the presence of a stranger, and that stranger isGlydg herself. Her physical
presence directly negates the words on her tombstonaraggHt views both body and
text simultaneously. Similarly, Sheridan LeFar@&smilla concludes with a scene of
epitaph reading and frenzied cemeterial searching whenen@ sure whether or not
Carmilla’s body is actually dead or—if it is—where itogried. The final scenes of the
novel juxtapose the supposed certainty of a name omlastone with a completely
different and horrible reality: the buried "Mircallas'the living "Carmilla,” and her body
iS not at rest in its grave. The "sinister absence&armilla in the final scenes reveals to
the narrator that she has been the victim of a vangihese novels obviously capitalize

on the fantastic and the fanciful as fears aboutingdsodies and disturbed graves
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permeate them; nevertheless, they demonstrate aasgicg reliance on the trope of the
cemetery and consider the ambiguity of the epitapharithion of the time.

Charles Dickens includes epitaphs as integral partgeddtory inLittle Dorrit
andThe Mystery of Edwin DroodThese novels point to the same issues of audience,
voice, and form that captivated actual epitaph writexs collectord® Little Dorrit
shows the potential of the epitaph writer to shapetyemtid how characterization can
work through epitaph. Like actual epitaph writers, JGhivery struggles with audience
conceptualization and demonstrates how epitaphs can ¢ie mare fluid and interactive
than it might seem. Even though epitaphic piecesratbeory, crafted as final tributes,
Dickens shows that their permanence is fleeting. Chigseryhstantly-changing
epitaph—crafted for many of the same reasons that steelrite stories—elicits
respect, sympathy, and understanding from his reader, winatesd to engage in his
narrative through the changes he makes to his epitajsh.agd committed to the epitaph-
composing process is writer Mr. Sapsedhe Mystery of Edwin Drog@lthough his
composition is somewhat less audience-dependent. Whiei@hakes the reader along
as he revises his piece, Sapsea enters the text hrdgadyaspent months upon months
writing his wife’s epitaph and seeking to add just the fimghobuches. lrood, the
epitaph-reading scene underscores the responsibilitielv@a/with remembrance and
the authenticity and complexity of memorializing languags.both of these characters
struggle with their egos and pen their epitaphs, we @aiparallels with real epitaphs in

the ways that the characters focus on writing, regdind revision.

% In some waysl ittle Dorrit shares a purpose similar to thaBtéak Housavhen it comes to expressing
desires for individual burials and epitaphs, as well asliéisee for improved social conditions. We might
consider Lionel Trilling’s argument that the novetadout society in relation to the individual human
will” (148).
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Chivery reconstructs his epitaph as his plotline chatfg@$e narrator describes
him as “small,” “weak,” “gentle,” and “faithful.” Mosmportantly, he is “Poetical” and
“expansive,” so the reader expects his generosity vitemes to sharing his feelings;
he promises to be a successful epitaph writer. In @hg/eitial scene of epitaph
composition, we find him imagining his future with Amy DiarrHis daydreams
contemplate their future together as he speculates #imueventual conjugal union.
They will “glide down the stream of time” together (2oitil their lives peacefully
conclude. His musings are capped by a churchyard scene asgkeasraent of his
ideally-pretended life with Little Dorrit: “Young John dveears from his eyes by
finishing the picture with a tombstone in the adjoiningrchyard, close against the
prison wall” (179). That stone, he imagines, will offelong and satisfying epitaph:

“Sacred to the Memory of John Chivery, Sixty years Keynand

fifty years Head Turnkey, of the Neighboring Marshals&ho
departed this life, universally respected, on The thirgt-bif December,
One thousand eight hundred and eighty-six, Aged eighty-jieees.
Also of his truly beloved and truly loving wife, Amy, whos®iden
name was Dorrit, Who survived his loss not quite Fortydeigurs,
And who breathed her last in the Marshalsea aforeséhere she was
born, There she lived, There she died.” (179)

Chivery’s epitaph ignores mortality and offers an otaiview, the “best case
scenario” for his life’s synopsis. Here, no death enages writing; no body

decomposes while he composes. It seems that thewdting) the epitaph has somehow

3 In “Voice and Register ihittle Dorrit, John Frow discusses how the novel moves through various
competing registers, different “modes of language."wHiezuses much of his discussion on the Gothic
register, which includes elements like church vaults and giréwevhich we might add Chivery’s epitaphs.
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superseded mortality. Rather than preserve identibygir memory, his epitaph keeps
his confidence and hopes alive. Like the actual epitalidrctars of the nineteenth
century, for Chivery, a healthy ego and sense of purposssoeiated with authorship.
He is secure as the author of his fate, assuming héweib long life. Little Dorrit,
although a character in Chivery’s epitaph, is unawatepfole in this life-long drama.
In it, she can only survive her grief for two days befotl®wing Chivery to the grave.
The epitaph charts his future desires while it revealdibengagement from realify.
Instead of the epitaph recording history, it operatesfasm of wish-fulfillment and
articulates Chivery’'s desire to wed Little Dorrit.

In its first incarnation, this epitaph is a formabael of the genre. It begins in the
traditional form, “Sacred to the Memory of,” even thoudhv@ry is predicting the future
rather than preserving the past. He demonstrates his d@ssocial recognition and his
need for “universal respect” from both his wife and socidtys more than formally
pleasing; it also shares the expected pieces of infmmenat a reader might wish to
know, including the pertinent names, ages, and dateghiltits an ideal life lived and
suggests to the reader that both epitaphs and novels cahdppyeendings.

It is from this point that the epitaph transformCsvery’s romantic ideas
darken. He revises his epitaph three times during thel agvhis expectations confront
reality, and with each revision the epitaph shortdhsring his first revision, he takes

less time and care in shaping his verse after he readiag’s authentic love for Arthur

% A counterpart to this discussion might be Diane Eldfinigle Dorrit and Debt,” where Elam explains
how memory functions for Dickens in the novel. Sagss“Memory remains impossibly split between a
past that has never been present and a future for Wtdaheaning of the past has yet to be” (174). This
conceptualization of memory could apply to Chivery, whesigaphs move fluidly between past and
present and engage various moments in time.
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Clenham. After she initially refuses Chivery’'s affectioms,revised epitaph reflects his
severe disappointment and self-pitying thoughts:
“Here lie the mortal remains of John Chivery, Nevettlaing worth
mentioning, Who died about the end of the year one thdusight
hundred and twenty-six, Of a broken heart, Requestitighig last
breath that the word ‘Amy’ might be inscribed overdsses, Which
was according directed to be done, By his afflicte@ms.” (185)
Here, we find more characters in the epitaph; but tHeoagtexistence is suddenly not
“worth mentioning” and he offers only a vague time framehis death as occurring
sometime around the year’s conclusion rather thaxact eate. In this way, Chivery
contradicts the purpose of the epitaph altogethereddsbf boasting about his life, it
asks the reader to disregard it. Here, Dickens fictipeslihe kind of actual epitaph
where the reader is invited to sympathize, to read and vieeg &ith him in his sorrow.
The death mourned is the death of a potential relatioastighe demise of fragile
hopes. He expresses his own devastation while hetsgity from the reader, like so
many authentic epitaphs in the graveyard would have done.

The third epitaph is impromptu and less detailed. Itv¥dla scene of emotional
outbursts between Little Dorrit and her father andiooes to reveal Chivery’s histrionic
responses to Little Dorrit’s rejections. He compdbkes“entirely new” epitaph “on the
spot” after he leaves the prison. This time, the pasees not appear in quotation marks
in the text, making it less interruptive, and it sedgss a “composition” than a necessary
but peripheral expulsion of feeling. Chivery “went his tvegmposing “to the effect

that”
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Here lay the body of John Chivery, Who, Having at sudate,

Beheld the idol of his life, In grief and tears, Andliieg unable to

bear the harrowing spectacle, Immediately repairéde@bode of

his parents, And terminated his existence, By his ownaeish(311)
As Chivery feels increasingly dejected, his epitaph suifecentent and form. Here,
Chivery has committed epitaphic suicide, and the writing supplthe actual act. As his
hopes wane, so do his literary talents, but the readersiadds that Chivery, despite his
sad tale, has faced his inner conflict and expunged his Jried.piece is less
documentation and more fictionalization, and it beggingecome more a part of the text
of the novel rather than a formal piece set oftsrown punctuation and in it own formal
space. Like authentic epitaphs, Chivery’s demonstrates#raorialization is
sometimes more reliant on fiction making than on fapbrting. It shows how the more
the epitaph writer deviates from formal and conventi@hainents, the more
interesting—and possibly even the more real—the epitapimtee When it moves
beyond reporting the facts, it draws readers into a iwepéavating story.

Interestingly, though, Chivery’s final epitaph retrefadsn these innovations and
returns to the formality of earlier versions. Itsuons its audience directly and
acknowledges unknown readers in typical epitaphic fask®@lhng out, “Stranger!”
before pleading for respect. Chivery demands more fisraudience at this point even
though his listeners are not intimate with him. Thaptar concludes with his most
formal verse, set off in dominant capital letters:

STRANGER!

RESPECT THE TOMB OF
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JOHN CHIVERY, JUNIOR,
WHO DIED AT AN ADVANCED AGE
NOT NECESSARY TO MENTION.
HE ENCOURAGED HIS RIVAL, IN A DISTRESSED STATE,
AND FELT INCLINED
TO HAVE A ROUND WITH HIM,;
BUT, FOR THE SAKE OF THE LOVED ONE,
CONQUERED THOSE FEELINGS OF BITTERNESS,
AND BECAME
MAGNANIMOUS. (613)
At this point, Dickens allows the epitaph to commentctual events in the plot whereas
the initial epitaphs more clearly represented a wislCfuvery—and many possible
endings for the reader. The verse’s newly-institutech&bty suggests Chivery’s blunted
feelings; he sees his readers as cold and distant, nieufzaly sympathetic to his story.
At the same time, his epitaph reveals honesty witlsélfna certain peace with his life’s
circumstances and his failure in love. Throughout thispmsimg process, his revisions
parallel his state of mind as his character moves franatiéhrough forms of bartering,
anger, and, finally, painful-but-necessary acceptancgeelis his epitaph regains some
of its original form as Chivery becomes more resodut@ regains his confidence.
We see, through this composing process, how expectati@slience and
writerly needs shape epitaphic writing. The readpriig/ to almost all basic epitaphic
forms as Dickens offers, through Chivery, examples aflpall the popular epitaphic

genres of his time. The first epitaph is even-tonetexpository; it serves mainly to tell
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the story of a life (hoping to be) lived, albeit an gmary one. It also appears in an
epitaph’s most respectable form, a “Sacred to the Mewwinyerse, replete with all the
proper details. Chivery’s second epitaph, a common ffrenses on his body and its
location: “Here lie the mortal remains” and includessibrequest (that the word “Amy”
mark his ashes). His third epitaph (second revisioninetaut alters the “Here lay the
body” opening. Despite its late entrance into the tée fourth and final epitaph
reminds us that the genre is based on the coupled aet=diig and writing. Chivery’'s
final piece clearly anticipates that readers will retiar more, to see how things
conclude. The false epitaphs produced early on encourageamtmng and reading.
Even though epitaphs suggest finality, they often open nédwvpgs for continued
conversations, personal interaction, and imagined stotiea novel so intently focused
on overcoming the past, Chivery ironically uses an epitafgnape his present and even
his future. Perhaps Dickens was suggesting that our fortienastlin wealth or material
goods, but in how we shape and design our own identities.

We encounter another type of identity formatioffive Mystery of Edwin Drood
Since Dickens died during its writing, readers never readbnaement; however, in the
first four short chapters that lead up to and include tberesshowcasing epitaphic
writing, Dickens raises issues about the frailty of idgrn death and the complicated
process of commemoration. Thomas Sapsea, dubbed “the packass in

Cloisterham,” anticipates a visit from John Jasperpthek-haired, deep-voiced uncle of
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the eventually-missing, possibly-murdered Edwin DrfodiVhile Sapsea waits for
Jasper, he examines a particular document:

By Mr. Sapsea’s side on the table are a writing desk and

writing materials. Glancing at a scrap of manuscript, Mr

Sapsea reads it to himself with a lofty air, and thienylg

pacing the room with his thumbs in the armholes of his

waistcoat, repeats it from memory: so internallpuih

with much dignity, that the word ‘Ethelinda’ is alone dléi(63)
What Dickens withholds until pages later is the naturecantent of the piece itself--
that Sapsea’s unusual masterpiece is an epitapbca @i writing composed to adorn the
tombstone of his deceased wife. The resoluteness Saxdsbas and Dickens parodies
reflects the gravity with which Victorian England tredtfunereal customs. Although an
auctioneer by trade, Sapsea enters the text as a lep&onist author, a conscientious
writer equipped with both the proper setting and materedessary for the completion
of his greatest literary masterpiece. It appeargthaakes his authorship deadly
seriously and that a feeling of superiority accompaniesolesas writer; he rereads and
edits “with a lofty air” and “with much dignity,” (63)osengrossed in his task that he
enters a kind of trance, thumbs hooked in his armholeatimg a path upon the floor
beneath him. When Sapsea reveals the epitaph, the teatigstands the reason for his
one muttered word: the name of his deceased wife, ‘iBtige! a “character” in the

mystery known only through his commemorative composition

% |t has been speculated that John Jasper indeed killed hismeplor a thorough discussion about the
character of John Jasper, see Gerhard Joseph’s &hitie,Cares Who Killed Edwin Drood? or, on the
Whole, I'd Rather be in Philadelphia.”
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Like many of the epitaph collection editors, Dickemslerscores the subjective
nature of storytelling—and epitaph writing—in Thomas Sapdearary creation.
Dickens titles the chapter containing Mrs. Sapsea's epikdipiSapsea.” We hear, as
Sapsea tells Jasper, that the late Mrs. Sapsea hdseeovdead about nine months and
her monument is now "settled and dry" and ready faepitaph. In an amount of time
which suggests the duration of pregnancy, Sapsea has produtrdautesto her, a
carefully-crafted, sixteen-line epitaph. Just prait$ exhibition, Sapsea recounts his
relationship with his late wife. From the beginningp&sa implies, his wife, endowed
with the ability "to revere" her husband, is rendespéechless; throughout the
relationship, language fails her. Sapsea recounts hgropesed marriage to her and
describes her reaction: "she did me the honor to beeashadowed with a species of
Awe, as to be able to articulate only two words, '‘GyuFr" meaning myself" (64). Mrs.
Sapsea is "overshadowed" indeed, but not in the way Sapagenes; he overlooks his
wife's feelings and skips straight to her worshipfulggaf him. He goes on to describe
both her language and appearance as subsumed into his own:

Her limpid blue eyes were fixed upon me, her semi-pament hands
were clasped together, pallor overspread her aquéateifes, and,
though encouraged to proceed, she never did proceed duntbet. ..
we became as nearly one as could be expected... é8oesér
could, and she never did, find a phrase satisfactorgrtpdrhaps-
too-favorable estimate of my intellect. To thewst... she

addressed me in the same unfinished terms. (66)
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Here, the reader sees Sapsea's "perhaps-too-favoratatesof himself. In this scene,
Mrs. Sapsea sounds as if she is already on her deatbytasd fixed," hands
"transparent,” mumbling broken phrases; it is as if Sapsavides a glimpse of her death
before he attempts to represent her life. Her reatbidnis marriage proposal is
fragmented and unfinished, and, like many editors of dales who exaggerate their
own roles, Sapsea says more about himself than hisrifeying tribute to her. Mrs.
Sapsea’s silence, evidently the result of her husbavaidearing personality, serves his
self-aggrandizemenrif. Husband and wife certainly become "one" in this scenause
Sapsea absorbs his wife into his own identity, reducingdiee to a simple, laudatory
phrase about himself.

But Mrs. Sapsea is not the only one who leaves thmfsnfinished terms.”
Sapsea, the "solitary mourner,"” insists upon showingeddss masterpiece. Dickens
provides the epitaph for the reader as it would appeareb@ésper, for, as Sapsea
reminds Jasper, "the setting of the lines requires follosved with the eye, as well as
the contents with the mind":

Ethelinda
Reverential Wife of
MR. THOMAS SAPSEA,
AUCTIONEER, VALUER, ESTATE AGENT, &c.,
of the city.
Whose Knowledge of the World,

Though somewhat extensive,

37 Charles Mitchell provides a discussion of Mr. Sapseheasharacter in the novel who is “most patently
deficient in inner self’ (232) in his article “The Mysyasf Edwin Drood: The Interior and Exterior of
Self.”
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Never brought him acquainted with
A SPIRIT
More capable of
Looking up to him.
STRANGER PAUSE
And ask thyself the Question,
Canst Thou Do Likewise?
If not,
WITH A BLUSH RETIRE. (67)
Of the fifty-three words in the epitaph, only four apfdyMrs. Sapsea: "Ethelinda," her
first name, which is never paired with her last (althoMghSapsea's name is listed in
full); "Reverential,” the one descriptive word Sapseaides, and only as it applies to
her reverence fdnim; "Wife," which directly names her relationship to himgafurther
on, "spirit," which ironically echoes the state oheaistence to which Sapsea has
rendered his wife's identity. She is no longer a definesbpality, but a "spirit," a pale
specter of her former self. In the space where Jasgpects a defining description of
Mrs. Sapsea, he instead finds a detailed presentatiaar stihlviving husband-- his
occupation, intellectual ability and demand for reveremggthe epitaph draws to a
close, we find Sapsea asking the reader, in traditiontaipyic language, to "pause” not
to revere his wife or even to consider mortality, louteamind the passerby that Sapsea
himself is worthy of “reverential” and relentless peais
Through Sapsea, Dickens parodies the genre of the epitaptle monstrates how

epitaphs function as sites of lost identity. Writihg,implies, the method of
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communication that we expect to provide explanation ifabe of death, cannot offer
adequate commemoration. Dickens' fictional epitapalisecountless actual epitaphs
like it that readers would have encountered in collectidnise the collectors of epitaphs
(and some of the writers), Sapsea fluctuates betvedepremotion and a desire to
represent the dead responsibly. Dickens’ account wosidthate for a society yearning
to be remembered and striving to remember others, but higseadeld also recognize
that the language on tombstones, no matter how poignavitty, presents its own
linguistic predicament. Although Sapsea takes his tashustyj Dickens characterizes
him as a self-aggrandizing fool, an egotistical man wdrmot help but write himself into
his text. By underscoring the tortured process of epitaphposition, Dickens questions
the motives of epitaphic remembrance and authoriakvoic

Thus, we find Chivery and Sapsea are not so differentalfteAs authors of
epitaphs, they take their duties seriously, recognizeebd for revision, and
demonstrate a steadfast faith in the concept of audieBoth show a dire need for
sympathy, self-preservation, and acknowledgement, andergte in their texts mainly
as author-storytellers. In these two novels, therakréd corpse and symbolic burial
ground are replaced by a focus on memorializing languagewisk, corpses
themselves receded into the background as Victorians foousedclosely on issues of
epitaphic representation and struggled with issues of atipersvith how they should
remember individuals through witty, amusing, and, ultimagabyverful language. This
consideration of authorship suggests a cultural concern abwawindividuals should be
remembered, and about how capturing lives in stone wasaséask, a duty with

everlasting resultsLittle Dorrit andThe Mystery of Edwin Drooitroduce the idea of
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powerful, dramatic stories told through memorializateven when the memorializing
verses ignored—even defied— honesty. In reality, thoughceimetery offered markers

much more final than the revisable epitaphs found in tgegpaf books.

122



Chapter Three

Cemeterial Déja vu: War Writing and the New Cemetepblem

Let my carcass rot where it falls.

—Byron (1822)

And now look here the sun’s begun to set.
A nice mass-grave is all that | shall get.

—Alfred Lichtenstein, “Leaving for the Front” (1914)

Introduction

The first two chapters of this project examined how eieeth-century epitaphs
in collections and fictional epitaphs in novels negfetil tensions about proper
commemoration and mass burial, and how novelists antagan officials produced
writing to respond to burial reform and a growing concernrfdividual remembrance.
Moving from the late nineteenth century to the early tve¢im Chapter Three discusses
the resurgence of burial themes and anxieties in writingsrgeed by World War I. It
argues that as English civilians and combatants expedehe erasure of identity in
death, writing emerged that accounted for—and even attengptegdlace—absent
bodies. The war erased an entire generation of yowmwhose identities were not
fully formed and produced severe cultural trauma for tbe&d ones and survivors.
War poets, memoirists, and novelists struggled to defing¢ kvireeant to "survive" war
and to explain their own experiences of loss and mournitigei face of severe trauma.

Often dissociating themselves from their own potexlgaths, they provided fleeting but
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heartfelt written tributes to comrades rather thanaepitaphs, and articulated their
interior struggles to retain individuality. Like nineteew#ntury civilians, World War |
combatants often turned to writing, and they had to déwdeto handle broken bodies
and inadequate epitaphs, or—even worse—missing bodies amd epgaphs. When
epitaphic tributes and proper burials were impossible toiggpovemembrance took place
in writing.

After providing some background about the poor burial camtduring war and
the psychological trauma combatants endured when thelidthdead comrades’ bodies
and faced their own mortality, this chapter exploreswhays in which war writing
detailed how soldiers communicated burial concerns andimeyvmourned,
remembered, and persevered. War memoirist Edwin Carifaioghn, for instance,
portrays his struggle to fulfill his duties and maintaintssdfd in hisSome Desperate
Glory: The World War | Diary of A British Officé.917)*® Memoirists like Vaughn
fixate on bodies that are often faceless, unidentifjasid unburiable during battle and
repeatedly deliberate about the individuation of the ddazhwthey are often forced to
bury. War poets also participated in this dialogue aboualband identity, and war
poems became a forum for soldiers' outrage concerninlp$l of identity accompanying
wartime. | focus on a sampling of war poems, most by Gurney, that function both as
memorialization for the war dead and poighant socaééstents about the deplorable
conditions of mass burial and loss of distinct idgrdiiring the war. The chapter
concludes with examinations of Robert Grav@sodbye to All Tha{1929) and Siegfried

Sassoon'Memoirs of an Infantry Officgf1930), texts that combine fictional elements

38 vaughn kept his war diary during August and September of 1%r he died in 1931, the diary went
unnoticed for decades. It was eventually published ursleunitent title in 1981.
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with autobiography to demonstrate how deplorable burial condiled to weighty

philosophical meditations upon the deindividuation of idgnhtough war.

Wartime Identity in Death: Nineteenth-Century BuriadBlems Revisited

As the nineteenth century drew to a close, the biefatmers’ din abated and
writer-taphophiles rested their pens; England had exhaustely every facet of the
cemetery problem. Burial legislation had finally begureigutate costs for interment
and terminate the long-practiced custom of churchyard buFia. more careful
arrangement of bodies and more aesthetic presentdtimmial grounds required much
more actual space than in previous centuries, and ceasebecame a more prominent
aspect of the landscape. Reformers and writers te#gpc collections had demonstrated
the importance of recognizing individuals in death, whettheicommemorated were
servants or aristocrats. Civilians would no longer&éunsanitary mass burial grounds
where gravediggers piled the dead high or discarded old boneske space for new
corpses. While some civilians preferred the new, mogéhic and carefully-planned
cemeteries, others turned to the practice of cremaBamial reform transformed
cemeteries into sites that celebrated individual idgatid remembrance rather than
convenient depositories for the anonymous and forgotteth dea

The onset of World War | induced severe cultural regsgjon in relation to
nineteenth-century burial reform, and writers renewed¢&as about how
memorialization should take place and how England shemKdowledge its dead.
Missing bodies, premature burial, mass graves, unreadataplep- these horrors once

central to nineteenth-century burial reform literatame epitaphic collections became
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renewed provocations for cultural anxiety and literaryl@agbion as a result of the
conditions of war. This chapter will demonstratedbttural and literary angst generated
when war conditions necessitated a return to masd barsuch a wide scale and when
the lack of proper headstones and epitaphs reinstitutextthetery problem for the
British—only this time on foreign ground.

While historians like Thomas Laqueur have recognized thatGVar’'s important
innovations in individualization of death and burial whempared to the mass burials of
earlier wars, they often overlook the sharp contresiveen Great War burial conditions
and the reforms that had taken place during the preceditgry. They also neglect the
distinct parallels between nineteenth-century interrhentors and the conditions of
battlefield burials in the First World War. Laqueur Byi€ompares conditions during
prewar military efforts to nineteenth-century burial pesb$, but he ultimately focuses
on the state effort to organize and individualize bwffdrts and to name all soldiers,
especially the missing. Similarly, in her article “Menals Carved in Granite: Great
War Memorials and Everyday Life,” Katie Trumpener addes how England sought to
name and individualize its dead without acknowledging tfeemes that inspired and
articulated the importance of that very individualiaatdecades earlier. This chapter
argues that the Great War threatened to and did oblite@@atury’s worth of burial
progress, and wartime conditions reintroduced, on a weassale, the struggle to
maintain individual identity in death and the horror ofdemitified corpses left behind in
mass graves. A century-long battle for cemeterial orgéion and individual
recognition in death had culminated in the societal beleg mass graves (with the

exception of family vaults) and anonymous intermentsew® longer acceptable in any
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context—even during wartime chaos. Nineteenth-centutisB society had worked to
individuate the dead and to address the complexities of nedination, and nineteenth-
century authors had explored how to write the identitiekeodead. But once the Great
War began, mourners and writers had to devise new waysitilehaissing bodies and
unknown soldiers.

Trench warfare made soldiers feel lost—like therehatd swallowed them. Paul
Fussell argues that because soldiers spent so much timgrowhd in an earthen
labyrinth, they became fixated on the contrasting skyas the comforting sight of the
sky “that had the power to persuade a man that he wadraady lost in a common
grave” (51). The height of anxiety about the proper ideatibn and mass burial of the
dead actually came in the middle of the war with thieiaf decree of 1916 that soldiers’
bodies could not be returned home; they would be “buriestevtiney fell” in battle
(Hynes, 271) or supposedly "interred in centralized wartenes near where they had
died" (Bourke 225). This instigated societal outrage, and bdwme known as the
"cemetery problem" took on new proportions. The termieghpo this twentieth-century
social issue recalled the original “cemetery problem” dutine nineteenth century. This
crisis affected England as a recurrence rather thac@mrence.

Scholars agree that the governmental attempt to praeident burials was
commendable; officials organized war cemeteries, chegpfaiovided ceremonies, and
battalions instituted markers, but the random naturbeo$laughter permitted only
modest success. Joanna Bourke provides the most cyttoatiprehensive discussion of
the impact that missing bodies had on civilianBismembering the Male: Men’s Bodies,

Britain and the Great Waf1996). She assesses that the bodies of over 200,000 British
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soldiers were never recovered after the war ended (Z2&n Keegan reports there to
have been as many as 500,000 unrecoverable or unidentifiadle Migssing bodies left
behind were likely confined to mass graves, often withoutangmpanying writing to
locate and identify them. Keegan summarizes tloeigistances that made proper
recovery and burial futile:

Many of those who died in battle could never be laick$b.

Their bodies had been blown to pieces by shellfire laad t

fragments scattered beyond recognition. Many otheéiebo

could not be recovered during the fighting and were th&n |

to view, entombed in crumbled shell holes or collapsattires

or decomposing into the broken soil battle left behirid22)
The absence of corpses generated severe anxiety frormanswiho had lost brothers,
fathers, and husbands in the war. Citizens on theeHoimt never encountered the
vulgarities of fragmented bodies or faceless corgsmsgver, the most difficult facet of
death for them to face was its absence. Cannadineigis&sbihat "those at home saw no
death, no carnage and no corpses, but experidreedvemelit(213). This exclusion of
bodies from the mourning process became the most prolateamalt sensitive topic of the
war.

In previous military engagements, the bodies and nantée alead were often
forgotten. Crimean graves housed nameless and forsakeespand following the
Boer War—despite the governmental gesture of markingcnommemorated graves with
small iron crosses—most graves remained scattered astdooaies anonymous.

Thomas Laqueur addresses this in his lengthy discussion difritgathe war dead in
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“Memory and Naming in the Great War,” and a chapt€ommemorationsNaming

like this in wartime was unprecedented and was a cruampooent of World War |I—
what he refers to as “the planting of names on thestzape of battle” (153F.

According to G. Kingsley Ward and Edwin Gibson, “thereswwa previous Army policy
of noting and maintaining grave sites.” And even thouglms graves of the South
African (Boer) War at the turn of the century had beemked,” those demarcations were
certainly temporary. (44) Corpses once again fuele@dgedir discussions, vexed the
pages of diaries, and begot literature, as the war vigldattabilized the ordering of
bodies and the previous century’'s newly-instilled venerdtomdividual corpses.
Allyson Booth relates that with the Great War, “theiél of dead soldiers separately
rather than in a common grave represented a departaraftong historical tradition, as
did commemoration of the individual dead rather thanctbllective victory” (41). In
earlier campaigns, mass graves were considered an dieepéy of disposing of the
dead, especially for low-ranking combatants. Gavin Stawpals, “After Waterloo, for
instance, while the bodies of officers were taken hanédrial, the private soldier was
left in unmarked mass graves... As wars became largeala... so the popular concern
for the fate of the individual soldier increased” (@his phenomenon reached its apex

with the mass slaughter of World War |, and had as niuait more to do with burial

39 In Memory, Masculinity, and National Identity in British Cultut®14-193Q Gabriel Koureas also
addresses naming on war memorials: “Inscriptions exéatpa new era of remembrance which...
preserved the name of the soldier” (46). But Koureasitkdo point out that this process of naming,
although it suggests a certain individuation, was also cealigctive in terms of soldiers’ identities. In
other words, names could not adequately capture identitiésizanes on war memorials tended to
represent erased lives only in terms of war; theseeaatd not represent a whole life lived, only the pért
that life touched by war.
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guidelines established for civilians during the nineteenth cgasuit did with the scale
of battle?®

The absence of dead bodies correlated with naming Hte deaqueur explains
how memorialists of the Great War broke with histalrgrecedent by making names at
battle venues the primary focus of national mourning (16324)e collection of war
burial grounds(Graves and Epitaphs of our Fallen Heroes in the Crimea and Scutari
shows a sketch of Cathcart’s Hill cemetery, a pldanél housing rough rows of ninety-
nine graves and monuments providing meager details aboutarivdar deaths in 1855.
This drawing includes four grave-digging soldiers—two talking amldigging holes—
and the tome concludes with four pages of very genel&nabmpassing epitaphs.
Many of these “epitaphs” were forced to represent scoffeombatants’ dead bodies.
For example, in one case an epitaph on a single stonounces 430 war dead: “to the
memory of / 18 serjeants / 12 drummers / 420 rank andviite/were killed, / or died of
wounds, / or disease during the war” (Colborne 2). Ekeungh the inscriptions on the
stones list officers by title, they neglect proper eamBefore Fabian Ware, initiator of
the War Graves Commission, worked to record the nainek British war dead and
grave locations during and after World War |, those wdub tmade the greatest national
sacrifice went undocumented and unnamed.

Graves and Epitaphs of Our Fallen Hergasints to another major difference

between the Great War and previous military engagemientthe first time, rank and

“%1n “Memory and Naming in The Great War,” Thomas Lewqudiscusses the First World War as ushering
in a “new era of remembrance... the era of the comrulolies’s name.” While Laqueur’s emphasis on the
gathering of scattered bodies and attempts to bury andintivlduals as different from former military
burial practices holds merit, what he fails to accdants the complete uniformity in the presentation of
World War | soldiers’ graves. Even though there wastt@mgt to individualize soldiers in cemeteries,
their ultimate resting places offered nothing distiretivat might individuate them or distinguish them
from fellow deceased combatants.
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file soldiers were, in some ways, given the samatinent as high-ranking officers. In
the Crimean graves collection, the map shows seselitgdry tombstones displaying the
names of captains, colonels, and lieutenants individ(alligough not by proper name)
while other stones simply list a large number of “rané &le” soldiers. In this particular
cemetery, rank was also demonstrated by the use of vayypieg &nd sizes of stones.
Mass graves might be covered by a large slab tombsitdnile, officers’ received
monuments and larger stones. The Great War equatizedatants in several ways.
When burials were hasty, rank mattered little. Initamld the glorified Unknown Soldier
buried in Westminster Abbey needed only to be identifie@hasinknown” and not a
high-ranking officer. But class concerns played out cifidly on the battlefield.
Combatants’ mass burials prompted heightened awaremgssaiety since war burials
encouraged associations with nineteenth-century paupess’\piar produced
circumstances like those Charles Box had described dinéngrevious century when
“the poorest of the locality” (117) had to settle for waoather than stone to perpetuate
the memory of loved ones. Before the War Graves@igsion began their task of
gathering graves and organizing cemeteries and memoriajsotary wooden crosses,
many quickly constructed during the chaos of fighting, dottebattlefields. The
similarities were startling.

One way to honor the dead and to recover lost idensis/through monument
making; however, an additional type of memorializat@mmanded public attention.
Samuel Hynes notes that "monument-making was taking piabe publishing world,
too. Anthologies of poems by dead young war poets, withumental titles... volumes

of brief lives of the dead; letters from the FrontSisted with the mourning process of
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countries devastated by war. These artifacts "presemvidicially, anachronistically,
like objects in a museum—the spirit in which these yourg ment to war" (277). The
war poets held distinct positions as both writers &ndé who had experienced the war.
The intersection of poetry and history made the wat@resentation of the struggle to
maintain individuality and identity even more powerful.

The beginnings of Modernism as a movement and WorldI\&fzared the
cultural milieu of the early twentieth century. Adyslbn Booth puts it, “the Great War
was experienced by soldiers as strangely modernist and'mgrdatself is strangely
haunted by the Great War” (6). Although they are oftemne strictly linear than high
modernist narratives, war memoirs provide the readerthélsame exposure to rapid,
fragmented thought and self-conscious deliberation. 3sldieitinely problematize
identity because they experience such utter isolatarn the rest of the world; the
continual confrontation of death instigates their reahdnom the external environment, a
detachment from the trauma that Eric Leed says "hadrendered experience
unambiguous and self identifiable” (23). In this senss,nbt difficult to understand the
similarities between, for instance, the conceptuatinatf alienated combatants and the
ethereal yet vivid characterization of Jacob FlandeX&rminia Woolf'sJacob's Room
Jacob represents many soldiers whose identities Wecause of war experiences,
dynamic and difficult to characterize.

Soldiers were constantly reminded of their own temse, their potential erasure
by the chaos of war. Wilfred Owen's poem "With an Idgmisk" demonstrates the

soldiers' preoccupation with fractured selfhood and flgatiemorializatiorf* Each

*1 Owen is best known for his poem “Dulce Et Decorum’Estd most criticism focuses on this piece. See
these articles: Daniel Hipp’s “By Degrees Regain[ing]IGteaceful Air and Wonder: Wilfred Owen'’s
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British combatant was issued two "identity disks" begatheir name and number to wear
(what we usually call "dog tags"). Fabian Ware was salthte instituted this new
double-tagging method to help in ordering and naming the deadn &Jgoldier's death,
one disk was usually sent to the next of kin. The itedisk received attention in
countless diaries and memoirs from the war. It wstsndt in its association with both
war and civilians since one disk remained with the boldjevthe other was sent home to
the bereaved. Memoirists describe the gruesome skearttiese tags on bodies that
were nearly disintegrated. This practice prompted Owenite: "Let my death be
memoried on this disk. / Wear it, sweet friend..kiss it night and day, / Until the name
grow vague and wear away" (11-14). Even though the distaisggble showcase for the
soldier’'s name, the poem emphasizes how the diskwas impermanent and subject to
erasure over time. Owen foregrounds this impermanence heneplaces the line
“Wear it, sweet friend” with the more impersonal aedlistic usage of wear: to “wear
away.” Soldiers often documented this removal ofideatity disk as the final act of
respect for bodies that no longer appeared human. %$ke gliovided some solace for
the bereaved, although they sometimes served as theesahants of the dead; they
labeled otherwise unrecognizable masses of decay. BhBroakbank describes the
“noxious task” of burying bodies in watery shell holesttwas much reverence as time
and circumstances would permit. Where possible, groupshueiszl together after
identification disks, which all soldiers wore roundithreecks... were removed” (13).

H.J. Knee recalls the horror after battle and his @pgtiion in mass-grave digging,

where there were “Corpses, corpses everywhere in vasiages of mutilation... [forced]

War Poetry as Psychological Therapy”; Paul Norgaté&/dffed Owen and the Soldier Poets”; Tadeusz
Slawek’s “ ‘Dark Pits of War’: Wilfred Owen’s Poetryd the Hermeneutics of War.”
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to lie forever in a filthy muddy grave far, far from hoamed kindred. Knee’s burial party
laid to rest between forty and fifty bodies in thigauting: “As there were so many
shell holes everywhere we were able to link them up usetihad a deep trench capable
of holding them all” (3). The gaping wounds of the battleain often became makeshift
graves to save work for the grave-digging parties and tadéepée burial process

before battle continued. During burial duty, Knee remembaEmnoving all personal
effects, “such as money, watches, rings, photogrtetand so on; one identification disc
had also to be removed; the other being left on the.bodlgmall white bag was
provided for each man’s effects, the neck of which was weberely tied and his

identity disk attached thereto. It was a gruesome j#)!” Knee’s account demonstrates
the transference of human identity from the defundtfaneless corpse to the effects bag,
replete with its own “neck” that would now wear thekdisat once identified its
combatant.

Other soldiers on burial detail recount similar s&yrand the removal of identity
disks repeatedly punctuates narratives of wartime bufiaé disc became the only thing
available to lend personality to corpses-- to give naméfetess forms. McCauley
worked with 150 men whose “task was to search for dea@&$adid bury them.” He
recalls his search for the dead in particularly grueswheteil:

We worked in pairs, and our most important duty wastbthe identity
disks... Often | have picked up the remains of a fin@ydoman on a
shovel. Just a little heap of bones and maggots to bed&w the
common burial place... bodies that seemed quite whateyhich became

like huge masses of white, slimy chalk when we handlechthThe job
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had to be done; the identity disk had to be found. | shud@dsred/
hands, covered in soft flesh and slime, moved abcseanch of the disk,
and | have had to pull bodies to pieces in order thatghewld not be
buried unknown. And yet, what a large number did passigrany
hands unknown? Not a clue of any kind to reveal the tymeéhich the
awful remains were known in life. It was painful tovbdo bury the
unknown. (89)
The sheer emotional desperation and personal natuneesf &Ksearch for the tiny
identifying tags contrasts with his admission that butiay was just a “job that had to be
done,” and a distasteful one, at that. He considherseemingly-whole, yet suddenly-
fragmented, corpses of the dead—the bodies in mere §jidwa, even broken, reveal
no identity disk and no name to humanize and identifyiféless forms.

Identities were often left undiscovered because waditions did not allow time
enough to complete proper burials. Often clergymen spddw guick words, if even
that, and soldiers hastily shoveled debris upon pilé®dies. Bodies tended to blend
with the terrain of war, and sheer practicality dietbthe final resting places of
thousands of war dead. F.M. Packham was one combataribwk a course on burial
duties to become one of seventeen men (two corporalsfiemh fprivates) responsible
for interments for his own corps. When the men tatiteir task, they instinctively
concocted a cemeterial plan; they “map[ed] out a sedbiva small Cemetery” and “dug
a few graves ready.” All too quickly, corpses filled twailable graves, and they were
reduced to “bury[ing] all the Bodies in the area wherg there found owing to the large

[number of] dead laying around” (21). Packham’s accountsifies the next day:
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We started to dig a grave for each body, but found ittakisg too long.
We had been told that there were a dozen bodies dnainih but the
whole area seemed to be covered with Bodies. Theathagreed to
bury them side by side in larger Graves... So we fouadge khell hole
that had some muddy water in it. We placed the Bodetddethe center.
When it was filled... the men covered the Bodies witth. During these
operations, | cut off one of the Identity Disks, andaporal searched the
Bodies for their personal belongings; these we placednumbered bag
corresponded with the metal plate that was hung dtehd of the
body. (22)
In an effort to provide some formal name or titleltese anonymous corpses at their
burial, Packham capitalizes “Bodies” each time hes tise very physical, yet hauntingly-
anonymous, word in his account. The conditions heresanaiscent of nineteenth-
century communal burials, in which gravediggers redis@mventting bodies in muddy
pits and disturbed decaying remains to make room for fréstments. Wartime
gravediggers routinely settled for mass graves whendichaot allow for the proper
care and placement of corpses.

Soldiers were poignantly aware of the likelihood @fitipermanent anonymity in
death. The inability to communicate the atrocitiesvaf perpetuated the soldiers'
isolation and their contemplation of self-identityr fthe soldier cannot talk about his
experience at the front because he knows he could ceneey what he has been
through, nor be ever understood" (Bracco 101). Memoinstpaets attempt to bridge

this gap between experience and understanding, what Haydes d&hiites as the
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predicament of "how to translakeowinginto telling” (1). Soldiers' lingering neuroses
were due, in part, to their inability to communicatergifiia Woolf's characterization of
Septimus Warren Smith, a symbolic unknown soldiersehsuicide interrupts Clarissa’s
party, best expresses the use of this thenvren Dalloway one of the most telling
novels about the war’s lingering effects on both swkland civilians. The haunted
Septimus, who speaks most to his dead comrade Evansesdbi "he is deserted...
quite alone, condemned"” (92). He represents the “mdllaf young men named Smith”
(84) who could never convey the atrocities of the wapti8ius cannot convey what he
himself cannot understand. He is isolated because ‘tild not feel” (86).

In his 1921 introduction t&sycho-Analysis and the War Neurqsegmund
Freud explains that the development of war neuroses imdurdy to identity crises:
“Conflict takes place between the old ego of peace &intkthe new war-ego of the
solider, and it becomes acute as soon as the peacefagedswith the danger of being
killed through the risky undertakings of his newly-fodwgarasitical double” (2-3). As
Freud suggests, soldiers’ internal conflict stems fraaplia between a “peace-time self”
and a “war-time self,” from two egos that are contilyuat odds with one another.
Combatants strained to perform gruesome deeds that theefpeselves would not have
undertaken, and they struggled with emergent new iderdgissldiers. From its onset
to its aftermath the First World War instigated crisesaffhood. The erasure of soldiers’
identities occurred with the use of the field serviceqarst Fussell (183) and Booth
(14) mention the government-issued card which soldiershesng. To let their families
know that they were alive, soldiers were to cross oeitygling except, “I am quite

well.” This generic form of notification was devoidariy personal rhetoric or indication
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of personal identity. I/ Farewell to ArmsLieutenant Henry says, “l sent a couple of
army postcards, crossing out everything except, | am” (1&)ldiers struggled with
their own prospective deaths while simultaneously attempt identify the corpses of
comrades. The ego conflict that Freud describes take®o® complexity when one
considers how soldiers, already engaged in inteniaggtes to fight, encountered and
buried dead bodies of fellow soldiers.

The dynamics of wartime identity crises are bestmlesd by Julia Kristeva in
Powers ofHorror as “death infecting life.” A corpse “upsets even maoéently the
one who confronts it as fragile and fallacious chanttdbeckons to us and ends up
engulfing us... disturbs identity” (3-4). Kristeva’s statetris even more poignant
regarding wartime. Soldiers’ serendipitous encounté@isaerpses make them question
their own mortality. Dead bodies debilitate any dila of orderly and carefree
existence and render life indeterminate. The sightadad body invokes a series of
guestions about the purpose and meaning of life. Kristamalgsis provides a useful
correlation between the confrontation of death aeddibruption of identity during the

First World War.

Bodily Fragmentation and Absence: Edwin Campion VaughnrGot¥ his
“Parasitical Double”
War writers like Edwin Campion Vaughn emphasize thessty for proper
burial for the dead, despite the frequent inability to provigane modest resting place.
Memoir writers repeatedly mention disinterred corpsdas® altered bodies of those

whom they must bury. IBismembering the Maldpanna Bourke says that pioneer
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troops were organized to bury dead soldiers since trainedesem®n had to focus on
fighting and the act of burying their own dead disturbed t{#&i1). Although there is
evidence to support this claim, several memoir writers felaght in the war discuss the
burial of their own dead. Robert Graves discussesdpuaat “carrying the dead down
for burial’ (161). Henri Barbusse, much more graphic andiléd than Graves, fixates
on the visages of the dead. Barbusse finds “half-meaidgd” and “faces black as tar”
on the men he must bury, established in “rows” alongdhd, “waiting-- some of them
have waited long—to be taken back to the cemeteriesdstk? (152-3). Barbusse
retains a report-like tone as he imposes an impatd@ition on the bodies—as if they
were still among the living, petulantly awaiting intermeBurial is necessary, despite
imperfect conditions: “It was early in the mourning wiwee got them all out,” Vaughn
reports inSome Desperate Glops he confronts bodies discovered after a battle: “We
buried them in shell-holes and walled in the dugouts vattheand sandbags” (48).
Another time the ground and corpses are both so frozeththaend up "covering them
with old blankets, and piling the corners with stones] thré ground should be soft
enough to bury them" (34). Conditions for burial were laimg but ideal, and bodies
were often left unburied or were never found in the pfate. Vaughn remembers the
death of Corporal Everett, of whom he says, “we foamdrace; he must have been
struck by the shell and blown to atoms” (48). Vaughn dematestthe use of the written
word to commemorate lost combatants and to transigderiences on the Western Front
to those on the home front. However, amidst comamation, a disturbing resonance of

war remains. In telling their stories these authorsakthe bitter byproduct of war—the
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desperate need to bury not only bodies, but also the tteumamories which
accompany wartime.

Soldiers encountered death in three main forms: wiodges, fragmented bodies,
and absent bodiegrudi Tate provides a thorough analysis of corporeakmasand
absence in death and of the dynamic of the visualizafitime war dead. Tate’s primary
concern is “witnessing” and its relationship with histafrignderstanding. Oftentimes
whole bodies remained unidentifiable: faces often disapdashen decomposition stole
the physical identity of corpses or violent battle naigitl them. War writers tend to
fetishize faces, particularizing expressions, skin ce&rognizability, or the shocking
absence of identifying characteristics altogether. Mdastdienri Barbusse recalls the
exhumation of a corpse accompanied by another soldiaise’ gasping, ‘Whait that
face? ... His face? Itisn't his face.” In pladéents face we found the hair... the corpse
was broken, and folded the wrong way” (346). In his watydiadwin Campion Vaughn
mourns the loss of his pal Bennett, who is “badly shatt” with “most of his head gone”
and Hollins, “who... was unrecognizable” (48). The detatext features of the faces of
the dead incessantly remind combatants of their ownlgessionymous fates.

When facial identification is obliterated, objectifieddy parts, especially hands
and feet, become the focus of numerous memoiriseyfri&id Sassoon remembers “a
pair of hands (nationality unknown) which protruded fromgbil; one hand seemed to
be pointing at the sky with an accusing gesture. Eaahltppassed that place the protest
of those fingers became more expressive of an appeal tom@eflance of those who
made the War” (148). Robert Graves recalls “two rats blankets tussling for the

possession of a severed hand” (138). Barbusse relatesadeds experience with boot
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stealing: “the legs... came unstuck at the knees, and leksoi@re away... There was me
with a full boot in each fist. The legs and feet tmtle emptied out” (14). He later
relates a corpse that is “brought in in such a sta@’¢o as not to lose the fragmented
parts of it, they had to “pile it on a lattice” in orde carry it to burial. Barbusse tells his
readers, “You cannot make out either end of the bd8lydies that evaporated into
nothingness made death even more unknowable. Sckae¢lkdse above exhibit how
bodies reduced to pieces in the war contributed to a predmupath fragmentation,
which we also see in literary modernism at this time.

In his 1917 workSome Desperate Glory: The World War | Diary of A British
Officer, Edwin Campion Vaughn repeatedly fixates on the deple@nditions of the
dead and his confrontation of corp&&sThis fixation begins rather trivially but
progresses to include envisioning and enacting his own d¥atighn's first interaction
with death happens innocently enough; after he overcomésahnief leaving the
trenches, he explores the "scattered rubbish" ofuthvewnding area, which includes a
Frenchman's grave. Vaughn describes his experience indgéreweational levity:

Here we found the grave of a Frenchman, with the etgmp lying beside
it, from which | collected a rapier-bayonet as avemir. Then we played
about in the snow, exploring dumps and shell-holegyeanes until later
when the troops returned and we marched back. (22)
Vaughn gives no serious thought to his exploration of grawegaeguisition of the dead
man's possessions; however, he juxtaposes such scenemlgbviality with serious

contemplation of his death and identity. In his ensuiagycentry, he recalls how he

“2 Allyson Booth includes a brief discussion of Vaughnémth experience iRostcards from the Trenches
(55-7). She is concerned with how he encountered deatwinrld constructed, literally, of corpses” (50).
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listened to the story of his Company's first time atlittes how they were "scattered and
lay in shell holes while shrapnel rained about theme'idstunned by the resultant
casualties and reports to his reader:

This story seriously disturbed my rest: it brought dasgerlose to me...

| saw horrible pictures of myself lying dead in a shattérench, or

helplessly bleeding to death in a shell-hole, with negrdo call for

help... | wished the war would be over before our tame to go to the

line. (23).
Although his encounter with the Frenchman's grave does not inge kbontemplate his
own fate, that exploration, combined with the ensuinddyahcourages Vaughn to
consider death. He uses visualization, "horrible pistofdhimself,” to contemplate the
experience of death since "death is never possiblgardes to ourselves, never
something lived through. Our experience with death limsthe mediated constructs
through which we know it" (Friedman 3). The initiallyvial presentation of grave
exploration intensifies the impact of Vaughn's ensuiegitative exercise. As Frederick
Hoffman puts it, death "must always depend on imaginapeeulation” (3), and
memoirists allow the reader to participate in theispaal imaginings as they assimilate
the finality of their own deaths.

After his visualization of other combatants' deathesdhn relates his first burial
duty, a job which, he admits, does not bother him as nsitle éhought it would. An
officer informs him of his responsibilities:

‘There’s a job for you tonight,” and he pointed outwastér of corpses...

lying flat on their backs, with marble faces rigid andcaheir khaki
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lightly covered with frost, some with no wound visibl&hey lay at
attention staring up into the heavens. This was miysight of dead men
and | was surprised that it did not upset me. Only thenathethe black
face has stayed with me. The thick, slightly curled,lileshy aquiline
nose, cap-comforter pulled well down over his head andtithglassy
eyes have become stamped on my brain. (31-2)
Vaughn reduces the mass of "dead men" to "one" face icylarti The reader can see
that although he claims the encounter does not upsehisiransuing remarks about his
"only" memory, the blackened visage "stamped on his braigAtas his initial
declaration. He contemplates the “marble faces” ad¢the must bury amidst the
"cluster of corpses," and from that cluster he fixate®ne particular face, a visage
which later recurs when he comes off duty and tries &psl@he men are somehow not
quite dead, retaining their gaze, "some with no wound viSiblaughn can relate to this
position of limbo as a solider who clings to life buteoftfeels dead inside. The
boundaries of Vaughn's identity are loosened and become giganke internalizes that
black face and, through it, contemplates his own thredt&entity.

Soon after this experience, Vaughn describes someone sgtéppirhis cellar, a
person whose face he describes using the exact words ablaeiened face, thick lips
and aquiline nose, big eyes, cap comforter... It wafatteeof the dead man that | had
buried." (43). During an intense pause, Vaughn describegar4iiie confrontation
with the "dead man":

For fully half a minute we looked in silence at eattrer, then he asked

me if | could tell him what time the rations would be upaughed
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hysterically and made him come in so that | couldedidpe awful fright

that his appearance had given me. It was Corporaisday his face

blackened with wood-smoke but his every feature identithlthat of

the corpse. (43)
Again, Vaughn juxtaposes his moment of horror with ironimbr in order to "dispel”
his own fears. The reader might assume that Vaugineaning, but the dream gives
way to reality, and the corpse is supplanted by the Calkpdihe Corporal, for a
moment, embodies Vaughn's own fractured identity; he bec®aeghn’s mirror image.
Freud's concept of the "parasitical double" is deployechwlaighn comes face to face
with a reflection of his war ego and is reminded of his dnagile, potentially-
fragmented self.

The fulfillment of Vaughn's horror-fantasies about hiatberrives when he
"experiences" his own demise. Soldiers often approghateoles of corpses in order to
cope with their own potential mortality. Allyson Boakplains this phenomenon:

During the Great War, the most common soldier's mgh¢ was of being
buried alive... This fear expresses how profoundly distgreéombatants
found the lack of a clear boundary between life anchdedbe, for to be
buried alive means literally to occupy the positiondifefand death
simultaneously-- to become a conscious corpse. (61)
Accounts of this type of role play permeate war writiig.his poem "Decampment,”
Ernst Stadler suggests, "perhaps we would lie outstretcmeevghere / among corpses. /

...our eyes would glow, drinking their fill / of world @sun” (Giddings, 29). Vaughn
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assumes the position of a corpse after previously pigtumimself dead and mirroring the
mistakenly-identified blackened face of the General:
A terrific crash flung us in all directions and irtarkness...
It felt quite pleasant to be dead. There was suchautet and
peacefulness. Just a light singing in my ears, tddtfukness around me,
and a sense of absolute freedom and abandon. | seebedtanding up,
and stretching out my arms | encountered, with atstiglappointment, a
brick wall... I now found that during the few secondewhhad believed
myself dead, | had closed my note book, snapped roumdattec and
returned the pencil to its socket. (44)
Vaughn detaches from himself after the crash and seetm@sgress the parameters of
his body and identity with his feelings of “absolute ffes and abandon.” He isn’t sure
of his physical position or his state of mind, and he &nts about a death filled with
relief and tranquility. Although he performs deliberattions like stretching out his
arms and closing his notebook, he dissociates from hils#ifmentally and physically
and offers conjecture rather than certainty abouptsiioning of his body: “I seemed to
be standing up.” He is even disappointed when he redleesstill alive: “It felt
pleasant to be dead.” He enacts Booth's idea of theioassorpse by "occupying the
positions of life and death simultaneously.” The seosatf the brick wall brings him
back to his physical surroundings after, for just a monientonsiders his possible
death. Even though he assumes himself dead, he has ttyetalzlose and secure his
notebook and pencil, almost as if his physical and naeraaths were one and the

same, and his discursive life would end as he breathdashisreath. He does this all,
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however, on an unconscious level; he says he “found’hih&iad closed the notebook
without realizing it, devoid of deliberate thought, which nsakes writing seem as
natural, and as vital, as his breathing.

Vaughn illustrates the interconnectedness between soapsecombatants'
identities and the importance of maintaining and preservingitglehrough writing.
Dead bodies intrude upon the consciousness of livingessldind affirm Kristeva's
assertion that "death infects life." Stumbling upon corpsehe battlefield was much
different than encountering them in civilian life. Dhgiwartime, the unforeseen corpse
became a mocking reminder, a mirror image, whispering beyond the grave, “This
could be you.” Assuming corpses’ positions and then keepinggts or creating poems
about the feelings generated by this role play allowed atants to safely consider,
through both thought and writing, what it might be like éodead. In a sense, as the
surviving words of the dead, war writing plays a role sintitethat of the “conscious
corpse.” Death extinguishes the potential for continueting and brings the narrative
to an abrupt close, but the previously-written contenesradtebook like Vaughn’'s can

reveal the soldier's most private recollections eafter he dies.

Scribbles on Sign Boards: The Inadequacy of Impromptu Epitaphs
During the war, epitaphs were seldom available to ideatity acknowledge the
dead. Instead of honorable headstones commemoratingunals, makeshift crosses
and mounds of earth marked mass graves. Combatantssegbtbe need, even during
fierce fighting, to provide epitaphs for their fellowmbatants. J. McCauley, who claims

to have assisted in the burial of over ten thousand deadvh and unknown), describes
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how he would often “collect small stones and pebbleswanéi out some epitaph above
the grave” (90). Chaplains attempted to recite as mualfugieral service as possible
over graves, but this task, too, fell just as ofteretiow soldiers who were forced to
provide the words of solemnity and closure following bagridlvartime elicited
meaningful cemeterial language while it simultaneouslyiredquinguistic brevity. Post-
death pronouncements had to be brief, yet powerful.
It was not uncommon to find makeshift signs bearing the akistened

names of cemeteries, hastily-scribbled or chiseledm@stan bits of wood, or small
stones or tablets with inscriptions added after thesn@@$sation. Army Chaplain Ernest
Crosse relates having to bury men from his unit in July9d6. Chaplains like Crosse
sometimes had the opportunity to assign identity to the @dlaeit crudely; rarely did the
number of bodies correspond one-to-one with namesJu@mith, Crosse collects 163
Devons with his burial fatigue “and covered them up at Ma@sgse.” The word
fatigue refers to menial labor required of soldiers. i day he labels the mass grave
with a board painted with red lead which read: “Cemet€&@t//163 Devons / Killed July
1st 1916” (3). He places twelve crosses in two rows to nharkémetery. Ten days
later he buries twelve more comrades:

We brought in Boyd, Carter, and Garner’s bodies to béaolugh Wood

where a fatigue party had just come in to move a¢ tmt¢he Halte. So

being unable to bury the rest | sent an S.B. to bnitgeir pay books. 1

then buried the three officers and nine other men wére Wing close. |
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wired in the cemetery and labeled the graves, calliegé&metery

Westward Ho Cemetery or as the signaler [who] wita¢esign board

preferred, “Westward Hoe Cemetery.” (9)
Crosse starts off by borrowing the title from ChaHl&sgsley’s 1855 novel, but the grim
irony of the situation surfaces when the signaler taans it into “Westward Hoe,” a
more appropriate tribute to the ragged terrain around tinenth@ broken soil hurriedly
thrown on the bodies they have buried. Combatantliksse exhibit their desire to
label the dead, to assert the finality of death lingeadiy. If they were unable to record
the exact locations of fallen fellow soldiers, thielred on their memories of burial duty
to relate details to combatants’ loved ones at homey Were often forced to relive the
most terrible aspect of the war because civiliangseehtly desired details about the
dead, and their ability to refer to a particularly-naroedhetery leant credibility to their
stories and comfort to the bereaved.

Sometimes combatants left behind objects to tell th&estof buried comrades’
identities. In 1919 Olive Edis, a recording photographer]lscoar utter shock at the
condition and positions of graves: “We saw isolatet lgtaves marked with a cross, just
dotted where the men had fallen, anywhere in the mua theoroadside... One grave
had, though nameless, a propeller instead of a crossingndtrks an airman’s resting
place” (10-11). Even more devastating were the many grdueknowns:

To some of the crosses clung a label with a bluealoness it--
“Unidentified British Soldier”; on some a tin hatserap of clothing,
on one a pair of men’s boots... | found some lonelg lgtaves... and

a little tin plate... tied on where the sticks sex§ with an inscription
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pricked through it— “Soldat Francais Inconnu.” This w&s-ahe of

so many of the same. There was some talk of ¢miieand moving them,

but it would surely be a sorry job, and incompleteest.b(15-16, 54).
The pieces of clothing left behind could assemble to ctkatbasic form of a man:
boots, then clothing, with the tin hat atop the “bodyley almost suggest a single,
whole entity, although they most likely originate freeparate bodies blown apart. The
inanimate objects have outlived the soldiers who wagetas the sole reminders of their
presence. The sporadic layout of graves and the useapssand pieces of clothing to
mark burial spots reveal the severity of battle and @amts' need to identify the final
resting places of the dead.

There was little hope that graves could be accuratelyrded even if they were
found. Warfare often destroyed the work of burial paréis soon as they had completed
it and shell fire disrupted entire cemeteries. The Imp&ar Graves Commission itself
acknowledged this in its publications, which they often sente to fallen soldiers’
families. One pamphlet, “The Registration and Car@raives” in included with the
private papers of A.O. Shewan, a company commander &btite In the pamphlet, the
Commission admits the futility of recovery missions:

It... never will be possible to obtain a recordbhfgraves... In some
cases... though graves have been marked the positameasposed
for a correct plan and survey to be made; in otheny ¢érace of a
burial ground having been obliterated by the enemy’s 8testhere is
no hope of reconstructing the cemetery so that iddaligraves may

be recognized. (Shewan)
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Eventually, after much anguish, civilians were forceddoept that repatriation of the
dead was virtually impossible and that some bodies would bhevieund, graves would
remain unrecorded, and even some whole cemeteries unmapypea after the searches
for the missing and the sorting of bodies had concludedceraeteries in France and
Belgium boasted rows of headstones only to conceah#®s burial beneath them
(Longworth 34). Following the prohibition on transportingpses back to England
came an even more unacceptable pronouncement: the IhWari&rave Commission
vowed "to adhere rigorously to its uniform pattern of gstwees. No variation was to be
allowed, whether in size, design, expense, or matéBallirke 226). The House of
Commons supported this proposal, and the conditions ofiistated civilian
compliance. Those without individual stones wereesg@nted in name only, on the
collective stone tablets of war memorials in FranEeen then, many dead remained
absent. Private Edgar Oswald Gale was killed in amigkugust of 1916, but his name
was not recorded in the official war office list oéteceased and, in the absence of a
locatable grave, his name finally appeared on the Thidgeaiorial in France in 1978
(Gale).

Disinterment was an additional concern; the tidyingralves and formation of
more unified cemeteries meant that bodies would neclyssardisturbed. The
correspondence between the family of Captain Shewathanstate demonstrates the
helplessness of civilians who tried desperately taleate proper burial and
commemoration. The Imperial War Graves CommissiosteMo Shewan’s father on
October 11, 1919 and explained the location of his grave ahdtiere is little

likelihood of its being disturbed.” A letter date Janukty 1920 conveys the exact
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opposite: “it has been found necessary to exhume thesbdried in [Shewan’s]
cemetery and to re-inter them, and the body of tbe@amentioned officer has been
removed and buried in Flat Iron Copse British Cemetd&ihe new grave has been duly
marked and registered. The re-burial has been carafudlyeverently carried out.”
Several letters following this one give particulars@ithe placement of the grave and
inform the family that no permits are necessarygf@ve visitation. Officials responded
to civilians’ yearning for proper burial customs by devisingg@ed dictating
regulations. They reduced the treatment of corpses¢oes of impersonal statements.
Civilians could no longer write personal epitaphs or pueigaand and costly
monuments. Shewan’s family was persistent; theyirmoed to request more personal
involvement in Shewan’s burial and got the following response
With reference to your letter of the 8th instardm directed to inform you
that the expense of making and erecting headstone¥\areGraves, as
well as that of engraving the appropriate religious emialedregimental
badge, and an inscription show in the number, rank, n&ageent, date
of death, and... age... is borne by public funds. Afdbeof the stone, a
space is reserved for the engraving of any personal inscrighte relative
care to submit for engraving at their expense, not excg&ditetters, the
space between any two words must be reckoned as ome |€2&)
Like the shortened responses that time allowed fa@mneenial statements at gravesides,
So too were epitaphs truncated—Ilimited to a purchased space autbentic expression
was forced into brevity. The Imperial War Graves Cassian tried to make this meager

offer sound generous. Rudyard Kipling wrote on behalf of iMeG.C.: “The
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Commission feels that relatives should, if they wadhd a short inscription of their own
choice as an expression of personal feeling and affettibhe reason for the limitation
to sixty-six letters was “to avoid unduly crowding thergs with very small lettering,
which, besides being difficult to read, does not weatlal’ \(Graves of the Fallen).
This very impersonal offer to personalize gravestoneseaxdgerbated the inadequacy of
the confines it placed on epitaphic language.

By the “23 instant” of the Shewan family’s corresparmziewith the commission,
their concern turned to the gravestone’s material anapateermanency. The war
office replied to this concern by ensuring that the chasaterial, Portland stone, was
“as durable as possible.” The letter closes with anatisappointment: “I very much
regret that it would not be possible to have one meinmiade of different stone from
the others, and | am to assure you that you need haaexrety on this point.” This
family, obviously one of thousands in the same sitnatiequested and was denied every
possible personal act of memorialization for their dead As the family’s worries
intensified, the government responded with more documinatsyar office included
actual photos of Shewan'’s grave and the cemetery irhvithiey with this twenty-third
letter. The only way to provide further details orssae the family was to show the
actual resting place to the bereaved.

The war had severely overturned customary rituals anplaimp previously
associated with civilian burial and mourning; however, mets eventually came to
accept cemeterial uniformity. Communities and famitiesored the dead on a local
level through the implementation of statues, obeliakd, other memorial constructions.

War cemeteries were eventually modeled after Englistiegia, and bodies that were
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recoverable from the ravaged battlefield received sepgrates with modest stones.
Over 600 such park-like cemeteries remain in perpetual Keegan 422). England
seemed to have made the best of a terrible situatibnhé country’s recognition of
service did little to lessen the agonizing memories afleatants forced to serve as
undertakers, ministers, and gravediggers to their felldess. The ongoing rows of
identical crosses suggest how World War | stripped soldiarslividual distinction.
And like so many soldiers’ wartime epitaphs, gravesissto operate in humble
simplicity, and, like the civilians of the nineteenth-wewy, soldiers had to find creative

ways to mark, individuate, and remember the dead.

Gurney and the War Poets: Buried in Verse

Like memoir writers, war poets provide a link betwedratnis experienced in war
and what is conveyed about that experience. When offidexdlared that bodies could
not be returned home to England, words supplanted corpsagnéds could not grieve
in the presence of the dead, but only in the presencegidge-- telegraphs feebly
attempting to convey the physical absence of the dece&@sedd Cannadine addresses
this disparity between bodies and words: "Whereas @bdltlefield death took the form
of cascades of corpses, at home it merely announcédgse laconic message” (213).
Like the aforementioned field service postcard, a writhessage could never convey the
identity of a soldier; however, Allyson Booth, who aggehat verbiage replaced corpses
for families on the home front, reveals the congikd process of notification that
followed the terse telegram. Letters from friendd/ancommanding officers countered

the impersonal nature of telegrams, and the seriouanéssincerity with which
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combatants reported deaths was apparent in theireff@doth illustrates how the
comprehension of death on the home front evolvedargorupulous process of textual
interpretation when "no grave was accessible toved&wers or epitaphs” (26-27).
When words could not appear on a tangible gravestone, warplaper commemorated
the dead.

Wartime poets, like memoir writers, provided venues foettmession of grief
and opportunities for reparation to bedinRobert Giddings reports that over one-and-a-
half million poems were produced as a result of the @jarify 1916 Poet Laureate
Robert Bridges issued an anthology of inspirationalirggs in order to raise morale and
provide comfort. Bridges' words suggest the pivotal rolepoats would play: "look
instinctively to the seers and poets of mankind, whosegayre the oracles and
prophecies of loveliness and lovingkindness" (Qtd in Fu&4¢ll The war poets provide
monuments in verse, tributes to soldiers whose baddes lost forever, and their written
memorializations often take precedence over tangiblall®sires. They occupy unique
positions as commemorators since they focus not onfg@gnizing other combatants,
but also on their own memorialization. In war pogthe dead and the living are
memorialized together, although in different ways. Wiibr poets share in the honor
bestowed upon all soldiers, their traumatic mematedg closure and remain at odds
with their attempts to memorialize their comrade&rotigh their verses, they convey
blurred sensations of life and loss, hope and horrdraasted “living dead.” Robert

Graves demonstrates this in his poem "When I'm Killed," gihdre advises his reader:

*3 In “Shell-Shock and the Cultural History of the Grer,” Jay Winter explains how the soldier poets’
longevity is a testament to the fact that Britainarexecovered from the casualties, literal and symbofic
World War I. Winter calls the work of poets like Wilfr€en, Siegfried Sassoon, and Ivor Gurney “part
of the history of shell-shock” (10).
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"When I'm killed, don't think of me / Buried there in CambBNood... You'll find me
buried, living-dead / In these verses that you've read" (1-22)11Graves, who survived
the war, demonstrates another version of the "conscmse," the warrior poet who
must live to tell about his experience yet feels psychoddlg buried by the war's effects.
Some poets, not all of whom fought in the war, wrotaaepitaphs even though
the epitaphs, like those in nineteenth-century collastiappeared in print rather than on
gravestones. Rudyard Kipling, who lost his son in the weote several “Epitaphs of
the War” for recipients such as “A Servant,” “A Sband “The Coward.” These
succinct poems, some a single couplet long and othersuadt longer, reduce the
enormity of the war into simple, straightforward peoubtions. “The Servant,” for
example, provides a terse comparative assertion: “We together since the War began
/ He was my servant-- and the better man” (1-2). Gapéaphs, such as one titled
“Pelicans in the Wilderness,” touch on missing gravebe“iblown sand heaps on me,
that none may learn / Where | am laid for whom mydecén grieve” (1-2). Like many
actual epitaphs of the nineteenth century, these posailtate in point of view and
number, changing rapidly from first to third person,ronf singular to plural; in this
way, Kipling captures many different facets of war and alestrates how epitaphs could
speak for one lost individual or for a nation’s losse dWwings from hauntingly immediate
lines like, “My son was killed while laughing at some jgdi) in the poem “A Son” to
sweeping invectives, such as the couplet “Common Formg¢hwdmcapsulates the entire
war: “If any question why we died, / Tell them, becausefathers lied” (1-2). By
interchanging intimate epitaphs with lines for the raas&ipling took epitaphs beyond

their traditional function; they became applicable teeatire nation.
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Some epitaphs originated from utilitarian motivess.alletter dated August 3,
1919, J.M. Edmonds wrote to a friend, Cockerall (who goes unidedan the original
documents), asking him to consider his recently-pennedpdsitfor use post-war: “You
may like these,” Edmonds writes, “If so, kindly bé&a@m in mind in case any friend asks
for a suitable inscription” (Private Papers). Unlike liig, Edmonds writes not for
individuals, but for groups of dead, such as those who diéd earVimy Ridge, or in
the Battle of Coronel. He writes several for gehesa on war memorials: “These in the
glorious morning of their days / for England’s sake &ksbut England’s praise” (Private
Papers). Edmonds had his handwritten list formally @diran July 8, 1920. The duty of
writing epitaphs went beyond immediate family or fdenthe need to memorialize was
so dire that writers offered their services to askestoereaved, much like they did during
the nineteenth century when collections of epitaph® waitten explicitly for mourners’
perusal and use. The act of documenting death’s circucestamd effects through
epitaphic writing was one way to help the nation recove

Ivor Gurney, a war poet whose reputation developetllatbr than Sassoon,
Graves, or Owen, epitomizes the soldier-poet who nexevered from his experiences
on the front line. Most writers focus on Gurney’s waperience and career as a
musician** In the introduction to his main collection of versgitledSevern and Somme
(1917), he declares that self-exploration is his focaltptMost of the book is concerned

with a person named Myself* (Walter, x¥).He continued to write war poetry long after

4 lvor Gurney has been best known as a “poet-composte.ivas a vocalist who began composing music
at the age of fourteen. Composer Gerald Finzi encouradyedre Blunden to publish the first collection

of Gurney’s poems in 1954. Most published criticism is on &lsmusicianship. Michael Hurd wrote
the first biography of Gurnej,he Ordeal of Ivor Gurneyn 1978. For more on Gurney's life and works,
see Jacqueline Banerjee’s article, “Ivor Gurney'sriOdarch’: Is it Really Over?”

*5 Two volumes of Gurney’s war poetry were published inifétie. In addition t&even and Somme

his collection of poems titled/ar's Embersvas published in 1919. It took decades for his work to gain

156



the war had ended and spent the remainder of his life matfgospitals. Gurney's tone is
often intimate and direct, and he seems particulavira of his position as spokesperson
for the war-ravaged. Samuel Hynes notes that “artigts'Gurney “had come to the war
thinking that they were poets and painters, had seen lhtldefeeality of war, and were
finding ways of expressing it on their own terms. Thag arrived at the aesthetic of
direct experiencéhroughexperience” (167). Gurney’s position as a writer and crarsi
must certainly have helped him survive his war experiencsuffiered from bipolar
disorder, and he spent the final fifteen years of fedni various mental hospitals before
dying of tuberculosis in 193%.

Gurney’s experiences appear in poems that shift fluietwéen individual and
communal concerns, sorrowful and celebrative tomesnorialization and forgetfulness.
Like many war poets, Gurney thematizes central cdlaanacerns about proper
identification and burial. This was one way to individealihe war dead and work
toward self-conceptualization. As Daniel Hipp puts it, “@y found his participation in
the war to be an opportunity for forging an individual purpogkidentity as a soldier...
The war itself functioned to solidify the fragmenget misdirected individual” (113).

In Gurney’s poem "To His Love," the poetic persona astan emissary from one fallen
soldier to his sweetheart while gradually revealing his pensonal fears. "He's gone,"
he tells her as the four-stanza poem opens, immediatelyning the soldier's love that

his physical identity has been obliterated: "His body tres so quick / Is not as you /

the recognition of other soldier-poets; 1982 brought P.Jakawgh’s comprehensive editiGollected
Poems of Ivor Gurneyhich marked a milestone in the poet’s reception.

“6 To read more about Gurney’s mental illness, seéotittecoming dual biography of Gurney and his
musical partner Marion Scott calletr Gurney and Marion Scott: Song of Pain and Be#R08). The
biography is the first on Gurney since Hurd’s 1978 bookthedirst ever on Scott, a pioneering
musicologist who strongly advocate for Gurney duringtinee with him at the Royal College of Music in
1911 and thereatfter.
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Knew it.../ You would not know him now" (6-8, 11). Aftérs proclamation of lost
recognizability, the speaker implores someone to "cbwerover / With violets of pride /
Purple from Severn side" (13-15). In the final stanzaspaaker reaches a frenzy when
he tries to eradicate the mangled body from his miid.has adjusted his purpose from
the consolation of the bereaved to the purgation of\arsmsychological horror:
Cover him, cover him soon!
And with thick-set
Masses of memoried flowers--

Hide that red wet

Thing | must somehow forget. (16-20)
The "he" in the penultimate stanza becomes an ofigectihing” in the final stanza.
The body's vulnerability, once literally exposed withie speaker's sight, continues to
haunt him as, ironically, an artifact of anti-mem@ra"thing | must somehow forget,"”
rather than a "person | must somehow remember." Td st@ddier is no longer
recognizably human, and the speaker consoles the bensaivieg an exhortation to
remember the combatant, but by his admonition thabtiser to contemplate the
conventional funerary flowers than the actual objétteoeavement. John Silkin points
out the skillful placement of the word "wet," which mentarily acts as a noun rather
than an adjective to convey the reduction of identityatw objectificationQut of Battle
124). As the body is objectified, the speaker takes theofdhe one needing consolation
and "I" intrudes upon the intent originally expressed bytitlee the poem ceases to be

"to his love."
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"Covering" becomes a watchword in many of Gurney's pamsomes to
demonstrate the tension between a desperate yearnirng fourial of dead bodies and
the shameful nature of improper and clandestine interni€uvering” is necessary and
even hoped for. But Gurney also associates the wahdhrden corpses left behind,
bodies forgotten after a hurried burial and a few kinddso In "Butchers and Tombs,"
the speaker questions burial methods and regrets the latkabafforded at graveside:

After so much battering of fire and steel

It had seemed well to cover them with Cotswold stone—

And shortly praising their courage and quick skill

Leave them buried, hidden till the slow, inevitable

Change should make them service of France alone.

But the time hurries the commonness of the tale

Made it a thing not fitting ceremonial (2-8)
The speaker expresses the shame that is officially iabos "common” burial. He goes
on to bemoan how "disregarders" of the war, those egludd never understand the
conditions that necessitated such poor burials, indlitl@e wooden cross... for ensign
of honour and life gone" (10). Although the uniform woodemker is meant to identify
the soldier buried beneath it, the speaker sees it dsgoate; it does not account for the
courage it took for fellow soldiers to inter the bodyhe first place. The word “leave”
further indicates the tension the speaker feelst fgoas beyond describing the burial
fatigue’s departure from the grave to suggest thoughts affguthe abandonment of the

corpse.
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Gurney uses similar language in "When | am CoveredHhis poem, the speaker,
in a maneuver that corresponds to Vaughn's transitaon énvisioner of to participant in
his own death, supposes himself in his own battlefield grabve. first stanza locates the
speaker in a damp grave where his body and the earttsiinesnalgamate in the word
"clay":

When | am covered with the dust of peace

And but the rain to moist my senseless clay,

Will there be one regret left in that ill eaqd-3)
The dust has settled on the combatant's grave, and hisbouningles with the earth as
he ponders whether or not some unidentified "regretlllagd’se” lingers over his corpse.
The choice of the word "left" allows the reader nollydo define it as "remaining,” but
also echoes a second meaning, a meaning suggesting alldieessaho were "left,"
deserted in these shallow interments. Again, Gurney'd feovered" appears, invoking
a body tended to, but also hidden. Peace brings newfolawsbut it also overshadows
the war dead.

The second stanza picks up from line 3 and finishes théi@ues$ regret:

One sentimental fib of light and day—

A grief for hillside and the beaten trees?

Better to leave them, utterly to go away. (4-6)
“Light and day,” though associated with revelation anéwel, nevertheless tell a
“sentimental fib” in that no matter how illuminatingetidaylight, it still shines down
upon a mound of earth barely covering a mangled body;pse just hidden from sight

in a shallow grave. The resultant "grief" will neveeet human ears, but can only be
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heard by the surrounding "hillside and trees," the landsgispescarred by war's
presence. The word “leave” reiterates the hints ofdmsisabandonment initiated in line
3 with “left.” Although the pronoun "them" seems, asffi to refer to the trees, it
becomes clear that it might also refer to both themmers for this soldier or the dead
man himself. In one sense, it points to those at heheewill never see or grieve near
the speaker's corpse, the mourners whom the dead leawd bshdistant withesses of
war. Forthem, it is better that he "utterly go awayords reminding the reader of the
void left by his and millions of other invisible bodieEhe word might also refer to the
dead, this soldier and many like him who are left behind by thatir comrades and the
mourners who must continue with their liv€s.

In the third and fourth stanzas, the speaker describdertbions between love
and loss and begins to see how his loved ones’ forgetiimédhelp them overcome
grief. The reader senses the vacillation of mournevsdan absolute love for the dead
and its counterpart, a “torment” of grief. When thecb®ed remember their love for the
lost, that fond moment is likely interrupted by grief. eylmust brace themselves for the
intense pain conjoined with love. Similar to the speak&fo His Love," the persona,
in the fourth and final stanza of “When | am Coveredyidudes that forgetfulness is the
ultimate remedy:

Better to lie and be forgotten aye.
In Death his rose leaves never is a crease.

Rest squares reckonings love set awry. (10-12)

" The most important source to mention here is DanigHi\p’s The Poetry of Shell Shock: Wartime
Trauma and Healing in Wilfred Owen, Ivor Gurney, and Siegfriedd®asHipp investigates how war
poetry functions as a means of communication foretie®e soldier-poets. It becomes the sole way that
they can communicate the war experience.
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The word "lie" engages an obvious double meaning; while the ssagests how the
man's corpse literally "lies" in his overlooked grave|sb connotes an equivocation, a
stronger form of the earlier "sentimental fib" Tg@ximity of the words "lie" and
"forgotten” tempt the reader to extract the words betvieem, to contemplate graves
that "lie forgotten." Death will continue as the viGtas the ironically ever-living,
triumphal force over the dead. The final line suggémststhe dead’s “rest’—although it
is not the tradition “rest in peace” associated witii death—will somehow settle the
haunting questionings and weary ponderings of the grief-stritlriove unwittingly
sets amiss. In “When | am Covered,” Love becomesulgit and the soldier’s body
that which is left over, hidden, and forgotten. In vessgs as these, Gurney attempted
to convey the paradoxical feelings of many Great War sorsj\soldiers who felt
shameful because while covering the bodies of theirades, they wished so strongly to
retain their own lives; regretful, because while thegaped death, they could not
properly preserve the bodies and memories of themdsipand grateful because they

realized that during wartime, forgetfulness was a gift.

Novel Resurrections: Graves and Sassoon Return freidead
Although they, too, wrote powerful war poetry which bdresldiers in verse,
Robert Graves and Siegfried Sassoon made significamitiva contributions to the body
of war writing. Graves was one of several soldwine had actually heard and read
about his own demise. Graves recounts his return fnerdead in his poem “Escape”
and in his 1929 boo&ood-bye to All That While recovering at Queen Alexandra’s

Hospital in London, Graves learned for the first tiofidnis “supposed death” and said

162



that the joke actually helped to encourage his recovergpl®eho had nothing but
animosity for him penned sweet condolences to his motteiters sent to Graves in
battle were returned to his father, stating that his 1sddgation was “uncertain,” but that
he had certainly died of wounds. He even obtained ipeic) documenting his
denouncement of death frohme Times“Captain Robert Graves, Royal Welsh Fusiliers,
officially reported died of wounds, wishes to inform higifids that he is recovering from
his wounds at Queen Alexandra’s Hospital, Highgate,227]. Having cheated death
and defied the printed word, it is not surprising that Graeegshes the most poignant
moments of his war experience@ood-byeo All Thatin irony, textual confusion, and,
more than anything, gallows humor.

Fellow author and combatant Siegfried Sassoon wroteaeeS, joyfully
welcoming his friend’s return to the living. Graves ands®an shared (in different
battalions) the horrible experience of battle anditibés of telling their war stories in
prose and verse after the war enffed:he two shared moments of camaraderie as well
as hostile dispute8. Sassoon’s own war experience haunted him so persjsteat he
often felt like he was among the war dead. GravesateweGood-byethat after
Sassoon'’s return to London, “he wrote that often wieewént for a walk he saw corpses
lying about on the pavements” (256). Both writer-soldiéwsose to blur fact and fiction
in their respective prose accounts of the war—Grav&ood-byeand Sassoon in his

Sherston trilogy, which includédemoirs of a Fox-Hunting MamMemoirs of an Infantry

*8 Sassoon is famous for his war protestation. SewiHynes’ “Dottyville,” Chapter 8 ok War
Imagined

*9 The two authors carried on a debate, begun by Sassoon inab®8®he truthfulness of Graveabod-
bye to All That For more no their disagreements and correspongdseed\llyson Booth Postcards from
the Trenches83-7 and Jean Moorcroft Wilsoriyiemoirs of an Infantry Officeand Goodbye to Graves,”
in Siegfried Sassoon: The Journey from the Tren(@&%-41).
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Officer, andSherston’s ProgressSassoon marketed his trilogy as fiction (with hisiow
role characterized through George Sherston) althougintaios apparent
autobiographical elements. Graves admits his stanceedimghpage, where he states his
“readiness to accept autobiographical convention,” but fregfounds his book’s literary
elements: “I... deliberately mixed in all the ingredgetitat | know are mixed into other
popular books” (Introduction t&ood-byeviii). In one instance, he begins a description
of his first few months by warning that the material hespnts is already several times
removed from his immediate recollection and “recoutgd” for the reader: “Having
stupidly written it as a novel, | have now to rettatesit into history” (91). Given the
many inaccuracies in war accounts, Sassoon acknowledgeartuox that “the memoirs
of a man who went through some of the worst expergeaté&ench-warfare are not
truthful if they do not contain a high proportion ofsiies” (vi). Both authors realize the
sometimes-subtle, sometimes-dramatic ways that mgrhordsight and the frailty of
retention transform their stories. They imply thaterified stories and varying personal
perspectives have the power to engender wartime “tratidthat blurring fiction and
nonfiction may be essential to war writing.

Their confrontations with corpses and body parts i theimoirs lead both men
to consider burial issues and to highlight their own unstdbl&ities. Graves opens his
text with self-description and an introduction to his ifehbackground; burial issues,
however, are never far from his mind. He notes tlsamiother enjoyed returning to his
grandfather’s estate in Germany where his uncle shawshe family’s final resting
place: “ ‘This is the family vault where all Aufessgo when they die. I'll be down there

one day.” He scowled comically.” But his uncle’s corpstaad lies rotting on a
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battlefield; Graves chooses to include this detail paetitally: “(But he got killed in the
War as an officer of the Imperial German staff driaklieve, they never found his body)”
(23). Just a few pages later, Graves describes a viki¢ tdunich morgue, where
notables were buried in full regalia. He notes thatrigs were tied to their fingers, and
the slightest movement of a single string would ringesagbell, in case any life
remained in the corpse at all.” By including this detaihv&s emphasizes the
uncertainty of death. He pictures his dead grandfatheplaiin his best vestments,
“trying, in a nightmare, to be alive; but knowing himselad&(27). These words would
later apply to his scattered and broken comrades on thie fithese prefatory
necrological tales help to establish a morose toaieahly intensifies when his tales of
the corpse-strewn front line begin. Early on, Grawtalgishes two distinct contexts for
death: in civilian life and on the battlefield.

Many of both Graves’ and Sassoon’s characters ar®italized in their pages
only to turn up dead. Graves’ fellow combatants aretimesed while living (often in
letters) and then, almost routinely, mentioned at theials. One pal, Jenkins, enters the
narrative during his and Graves’ exploration of a ruineatch. Graves shares every
fragmented detall, including “broken masonry, smasheds;h@ped canvas pictures... a
few pieces of stained glass [that] remained fixed in tdyee of the windows.” Graves
retrieves a piece of glass “about the size of a’péatd gives it to Jenkins as a souvenir.
Soon after, in a muted textual moment, Graves repenmntsrls’ death, spending much
less time on his body’s violent fragmentation thamliteon the objects in the church:
“[Jenkins got killed not long after]” (117). The detailedagsion of objects comes

easily to Graves, but he handles bodily fragmentati@mme swift, concise statement.
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Graves succinctly reports broken bodies; it is morehpdggically difficult to describe
fractured identities than smashed things. Like Virginia W&iraves puts many of the
major deaths in his book in parentheses, reminisdehedracketed war death of
Andrew Ramsay iffo the LighthouseTA shell exploded. Twenty or thirty young men
were blown up in France, among them Andrew Ramsay, wdeestt, mercifully, was
instantaneous.]” (133). By bracketing death, these auskbrsapart from the world of
the narrative, from the happenings of daily life. Deattolmes more powerful and
absolute in its understatement. Reporting death paremtietiould indicate its
occurrence at a distance, away from the textual settmgddition, bracketed deaths, for
a memoirist like Graves, become an easier, less enadty-invested way of confronting
the deaths of revered comrades for whom he felt thet saminess. They become
reported rather than processed.

When Graves encounters unfamiliar bodies as opposkdge of his closest
comrades, he provides more textual description and refiectias almost as if he cannot
bear to describe and comment upon the deaths of tlus®stcto him; it is too painful.
Graves describes soldiers’ rather crude treatment pseey especially in regard to the
propinquity of dead bodies and their incorporation iném¢h architecture. The easiest
corpses to “accept,” it seems, are those to which thées® can assign a bit of identity--
but not too much. Making corpses part of the structure dbveadepersonalizes the
bodies and gives them new purpose. Graves describesssnemhich soldiers relate to
one particular aspect of corpses-- age, duty, or pedayse of death, for example--
rather than the soldiers’ integral identities. Titsgmentation of identity and the

acquisition of just one primary trait seems to add leatthe treatment of the dead.
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Graves demonstrates how humor works to desensitizieisoldhen they face
death. At one point, he describes “a corpse... lyintheriire-step waiting to be taken
down to the cemetery,” whose hardened arm extends dbeggnch. He identifies the
deceased as a “sanitary-man” killed while transportingdayayoods, but makes it clear
that he and his comrades had no personal relationshiphgigoldier. This allows them
to treat the presence of the corpse with frivolityis‘domrades joke as they push [his
arm] out of the way to get by. * Out of the light, ydd bastard! Do you own this
bloody trench?’ Or else they shake hands with him fanyli ‘Put it there Billy Boy.™
(113). This partially-identified corpse somehow becomes safaves treats it less
seriously, although somewhat more fully. The soldselesm to share a more intimate
kinship with the man in death than they had for himfen liThey embrace the filthy
corpse, a soldier killed not in the height of batblet, ironically, while bringing them the
few sanitary goods that could make them feel momentaabn. Instead, the corpse has
brought them the presence of death, and instead of r@aatimhorror, they welcome
him as a comrade, as one who-- though already dead-- tarttis$heir fears.

Sometimes Graves acknowledges identity in death thrthegappropriation of
personal effects. He becomes obsessed with the cdrpsggounters, and he discovers
that the easiest way to confront them and validatexpsrience at war is to loot the
bodies and keep souvenirs. These keepsakes-- for exangpiener’s lump of chalk
bearing the names of battles in which the gunner had seesghtually become part of
him. The objects that he carries close to his bodgrbecalmost part of his physical self,
as if he has assumed the identity of the dead via thesopal effects and made these

artifacts part of his own wartime identity. When @sis injured (the injury that sparks
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the false report of his death), he receives substavaiands in his left thigh, right
shoulder, chest, and finger, as well as a minor wobondeahis eye, caused, he surmises,
by a shattered tombstone:

The wound over my eye was made by a little chip of reagmssibly

from one of the Bazetin cemetery headstoneste(l.ahad it cut out, but

a smaller piece has since risen to the surface undeightyeyebrow,

where | keep it for a souvenir.) (218)
The chip of marble’s persistence to surface becomestiaceymbol in Graves’ text. It
is his final memento, a symbolic image of the dead—Dbotianies of them and their
literal memorials—that he houses in his own body. nEfeugh he has it removed, the
chip is a retained souvenir of the war that refuses t@pksa, a material form of
disturbing memories, so easily awakened and so close fusttithological and
physiological surface. That little piece of marblesaat a potent metaphor for the
resurgent memories of the dead that continue to haunt f@.marble’s significance is
echoed later in the book when Graves admits thatldes keeps “records” of his
experiences. Records are unnecessary to document paregces when “the memory
of [their] misery survives” (239).

Graves conveys his misery and painful memories of #lireby bookending his

text with two horrible deaths, both suicides. When t# joins in battle, he witnesses a
man lying face down in a shelter with one foot mystifyinigdye. As Graves looks more
closely, he suddenly notices “the hole in the back ohb&l. He had taken off the boot
and sock to pull the trigger of his rifle with one toe; thézzle was in his mouth.” He

hears an officer order the delivery of a next-of-kittdr: “Usual sort of letter; tell them
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he died a soldier’s death, anything you like. I'm not gomgeport it as a suicide” (103).
Graves repeatedly points out the difference betweeadtu@l atrocities he describes in
his story and how those in charge distilled and sanitizedame atrocities for a civilian
readership.

Immediately after sharing with his reader this diggdyetween what happened
and how it was reported, Graves diverts to trivial matiea new paragraph: “At stand-
to, rum and tea were served out” (103). As the book dimaslose, Graves, afflicted
with severe bronchitis, recalls this initial suicigdight of another one just before he
leaves the war for Oxford, which had been converted twspital. He passes through an
area of heavy shelling and inspects his surroundings:

The chaplain was gabbling the burial service over a cdyjpgeon

the ground covered with a waterproof sheet-- the nbt=mweather

and fear of the impending attack were responsiblaifodeath. This,

as it turned out, was the last dead man | saw incErand, like the first,

had shot himself. (243)
Graves describes the language intended to honor the deambmansensical "gabbling,"
language he has heard so often that it is nothing mdretthan chatter, and instead of a
funeral pall, a sheet covers the body, hides it froawviBoth uncontrollable events and
human emotions-- "miserable weather" and "fear" desttan his life. Following this
brief and very clinical account, Graves goes off @rsk of a team of horses, animals
“highly valued, having won a prize at the Divisional Horsevhwnths previously for
the best-matched pair’ (243). After narrating each suitideabruptly changes the

subject to trivial matters; he counters the suicideb witilian matters of tea time and
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horse shows, which demonstrates his need to departlfies® horrible self-sacrifices
and to simultaneously make them more shocking. Hisoffalea and horses serves the
same purpose as the mendacious civilian letters homeidgdlaat even suicides had
died honorable soldiers' deaths; he glosses over teehoaible things he has witnessed
and turns to things more comfortingly associated witterly civilian life. It is almost

his way of fooling himself, of appreciating a psychologluatus from the war. The two
suicides reflect Graves’ state of mind from the begig of the war to his departure from
it. He views the first suicide with open eyes, descglprecisely how the man carried
out his own death, the resultant gaping hole in his bib@yfalsified letter sent home;
however, he handles the final corpse much differenthgre matter-of-factly and with
much less detail. The first suicide is masked by a menaatetter sent home, while the
second is covered and removed from sight with a watefrphaet. Graves’ final
souvenir, the marble under his skin, points to the hundrielisdies he has hastily buried
while on duty-- bodies that would never receive headston@&entities. He survives as
one of the privileged to return home and receive, evéyntaaproper burial.

Both Graves and Siegfried Sassoon avoided anonymous dutiag front.
Sassoon spent two full weeks thinking Graves had died, @hdges spent the same
duration assuming Sassoon had been wounded. After redahanhis cohort actually
survived-- much like his character Cromlech, who vacgldetween life and death in
Memoirs of an Infantry Officer Sassoon was overjoyed: “I'm so glad in my heatrt;
Robert has come back!” (Qtd. in Wilson 282). Like GeavBassoon’s prose is replete
with lighthearted jabs and trivial inclusions that ofseem at odds with the gravity of

war. But where Graves sometimes uses personal hurooutder the absolute horror
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from war, Sassoon does so to more carefully pointheutvar’s tendency to overcome
individuality. The best example of this is when Ged®gerston ironically admits, as he
is lying in a tent awaiting further combat one eveningt tis private interaction with a
novel was his primary encouragement to stay alive:dh'diwant to die-- not before I'd
finished reading he Return of the Nativanyhow” (71). Sherston then uses the
experience to express loss of identity: “It wasn’t gashink one’s own thoughts while
on active duty” (71). He uses his absorption in the ntw/kéep his mind fresh and
individualized rather than assume the “mechanical.lookitof [his] companions” (72).
This is just one instance of Sassoon’s apparent coffaethe preservation of
individuality; he vividly depicts the very private undertads of Sherston to demonstrate
how war robs soldiers of individuation. He makes ndapes for his struggle as a war
writer when “the War was too big an event for one neastand alone in” (134).

As Memoirs of an Infantry Officenpens, Sherston finds himself away from the
battlefield at army school in the spring of 1916. He Hetantimate and familiar tone for
the book by starting off with a private act: bathing.e Peaceful setting of the civilized
camp makes Sherston feel “like a boy going to early d¢hde keeps “forgetting, for
the moment that [he] was at the Front to be shot7at” He recalls how one afternoon he
soaked in hot water in a dyeing vat, almost feeling bs ivere on holiday. He uses the
experience to convey how war inherently pits individagigainst mass concerns:

Remembering that | had a bath may not be of muclesttéo anyone,
but it was a good bath, and it is my own story thanltrying to tell,
and as such it must be received; those who expeuvearsalization of

the Great War must look for it elsewhere. Hesythill only find an
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attempt to show its effect on a somewhat solitanyded young man. (7)
In these opening paragraphs, Sassoon, through Sherstongfdly establishes a
governing concern dflemoirs how war threatens to thwart individual identity. &ien
does not hyperbolize, calling this “The best bath of ngy"libut merely “a good bath,”
worthy of an even-toned, plain-words description and notfmoge. The bath’s
commonness does not detract from its value to Shefstamses it to point to his
personal story as an individual “teller” rather thamgbrify moments lived outside of
battle. He sets up the tension between universaltysaltude, and he continues to
develop this theme of the “Great” War versus “a somewbktary-minded young man”
as the narrative continues.

Later in the book, Sassoon expands upon this tensiaebetepic
generalizations and personal stories as he takes a’'meithleave at home. He begins
to drift into memories of his childhood, when thoughtshefwar interrupt:

Remembering myself at that particular moment, lizeahe difficulty

of recapturing war-time atmosphere as it was in Eaglaen. A war
historian would inform us that ‘the earlier excitemantl suspense had
now abated, and the nation had settled down to its @agam of
manpower and munition making.” | want to recover gbing more
intimate than that, but | can’t swear to anything monesual at Butley
except a derelict cricket field, the absence of mmb#te younger
inhabitants, and a certain amount of talk about food prcsfoecthe

winter. (87)
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Here, Sherston underscores the difference between edritiass-speak” and genuine
recollection. He can imagine just how the histori@ady to speak to the masses, would
describe the moment, but yearns for a more “intimst@’y. Although he prefaces his
own observances apologetically (“but | can’t sweaartgthing more unusual...”), his list
that follows makes the war seem tangible. Absentfeeisnost powerful statement of
war’s destruction; the vacant cricket field deprived lebpure-seeking lads and the
absence of youth mar the town, while the ordinary caat®n about stocking food
points to life’'s onward push-- the reality that lifeussial moves on minus the vibrant
bodies of strong young men. Sherston’s depictionefdivn, like his hot bath, allows
him to engage his reader in the ongoing struggle soldiezd facretain their lives as
individuals.

Individuals abound in Sherston’s story; however, Sassatroduces characters
(most are based on real people) more through absencprésence, and he brings the
character to life and erases it in one swift motibie reveals a man and describes him
intimately: “Allgood was quiet, thoughtful, and fond of wlaihg birds... He said he
always wanted to go to Germany... [He] never grumbled abhewvar, for he was a
gentle soul.” Sherston provides the graciously-persorabcterization about Allgood
the all-good birdwatcher only to rob his reader-- to bldttbe delicacies of Allgood’s
character as ruthlessly the war had. He ends the pafraby stating, “A couple of
months afterwards | saw his name in one of the longdithe killed, and it seemed to
me that | had expected it.” (8). Allgood momentariyfaces later in the novel, only as a
disembodied name: “To-day | had seen Allgood’s nambarRoll of Honour” (79).

Sherston repeats this process of anti-charactenetitroughoutMemoirs as the reader
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meets characters like “Rees, a garrulous and excitégevitelshman” and “Shirley... a
delicate-featured and fastidious young man, an only childhé paragraph introducing
these men ends with a blunt barb: “Both Shirley and Regs killed before the autumn”
(140). The reader can only learn about these deletedtidettirough Sherston’s
intimate but hasty characterizations. Sassoon'ytetiter conveys the reduction of
identity by allowing these characters no voice, ncoadh the story. They exist merely
as lists of attributes, qualities and hobbies-- depictrdmsh complicate the tensions
between the most personal aspects of individuals anchtracters’ inability to speak on
their own behalf.

In terms of textual presence, the most powerful charaation inMemoirsis of
David Cromlech, a buddy of Sherston’s and member of &itaBon (but not the same
Company). Cromlech somehow defies Sassoon’s usual dhetlamti-characterization.
Sherston startles at his previous exclusion of Cromigaobably his most intimate
friend-- from his tale: “We were close friends, althosgimehow | have hitherto left him
out of my story. On this occasion his face was ontylyldiscernible, so | will not
describe it, though it was a remarkable one.” (68). Giveptupensity for absence, it
would stand to reason that Sherston would afford his sidsend the largest, most
significant narrative gap-- his complete absence froer a third of the book. But once
Sherston introduces Cromlech, he allows his charastee slevelopment because
Cromlech represents calmer, postwar times for Sherdtimlike his attitude toward
Allgood, Sherston seems less expectant of Cromlechthde the text: “We talked of
the wonderful things we’d do after the war; for to meziDdad often seemed to belong

less to my war experience than to the freedom whialdvcome after it” (69). The
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reader also senses a difference between the dirextpdes) of other comrades and
Sherston’s vague dodge of a depiction of Cromlech’s fakigh he simply calls
“remarkable” without presenting further detail; his laclspécificity sets him apart from
the rest of Sherston’s comrades. Cromlech, althdegghtedly introduced, is
categorically different than the other momentaryrabiers Sherston defines; he manages
to last longer than a single paragraph. But in the cleapter, eight pages after he
introduces him, Sherston receives word “that Cromlexchldeen killed up at High Wood.
This piece of news had stupefied me, but the pain hadn’t heguake itself felt yet,
and there was no spare time for personal grief’ (77ersstn had imagined Cromlech to
be different somehow-- a survivor, a characterizatiopost-war freedom. He expects
the deaths of other comrades but this casualty “stupefies.”

Just as abruptly as he reports his death, about eight lptégreSromlech—
bearing a striking resemblance to Graves—is back amdmgsving: “I had been
feeling much more cheerful lately, for my friend Croafiénad risen again from the dead.
| had seen his name in the newspaper list of killedsboh afterwards someone
telegraphed to tell me that he was in a London hosgitéhigoing on well” (85-6).
Sherston is jolted by the disjunction between Cromkedeath notice (along with
“mental obituary notices” he had created) and the tghugttaat resuscitates him.
Sherston had been right: his friendship with Cromlecimmed participation in life after
the war. The character assigned the most consaemtion in Sassoon’s text is the one
who can vacillate between life and death, the combathatcan, like Robert Graves,
depart from the war unscathed despite reports to theacpntHaving cheated death, he

earns his pages in the narrative and becomes the ofidstizaracter of Sherston’s story.
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As the book closes, Cromlech reappears to argue witlst®heabout his antiwar actions
and act as his escort to Slateford War Hospital. Gomis a survivor; his name does
not outlive him during wartime, and he becomes the moist, snbst significant
character in Sherston’s story.

Sherston’s most serene momenkliemoirstakes place amidst civilians whom he
has outlived, as he rests momentarily on an old toméstoButley Churchyard. It is at
this juncture that he realizes that he does not otgei¢ath itself, death amidst the chaos
and disorder of war is unbearable, but death in civil §fetualized and tranquil:

Gazing at my immediate surroundings, | felt thaniog the great
majority’ as a homely-- almost a comforting idd4ere death differed
from extinction in modern warfare. | ascertainexhf the nearest
headstone thathomas Welfare, of this Parish, had died on October
20th, 1843, aged 72. ‘Respected by all who knew him.” Also Sarah,
wife of the above. ‘Not changed but glorifie&uch facts were
resignedly acceptable. They were in harmony with ithels annals of
this quiet corner of Kent. (204)
In this old churchyard, Sherston acknowledges the comffarft-oised epitaphs and the
solace of ritualized death. The church itself strikes & comfortingly and “protectively
permanent,” and he finds peace among those “whose kake%aken place’ with the
orderly and inevitable progression of a Sunday service” (285 .mind wanders from
the churchyard setting to its converse, “the demolishedbbaralong the Western
Front” and those buried in France, “their names undecgiite on tilted headstones or

humbly oblivioned beneath green mounds” (204). Sherstmpshs the distinction
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between “joining the great majority” in war (“extinatit) versus in civilian life. During
warfare, Sherston knew that the majority of the demt@ up in mass graves, while here,
in peaceful Butley, joining the ranks of the dead and rewg@&isimple epitaph was
something on which to rely-- a death more orderly and pekitein a wartime death.

Sherston slowly repairs his identity after the wat arns how to live with the
horrors he has experienced. His war efforts leavevaiiilating between feeling
defeated and feeling like a war hero, but Sassoon definearngor’s battle more
clearly in terms of the war waged between mass andidudivconcerns, identity and
anonymity. Sherston’s churchyard walk shows how muckdeashimself valued
individualized civilian death and posthumous recognition threggfaphs, no matter
how simple they were. IMemoirs Sassoon echoes his poem “Base Details,” in which
he writes, “And when the war is done and youth stond,dda toddle safely home and
die-- in bed” (Silkin 131). He glorifies his hero’s--chavery soldier’s-- ability to think
his own thoughts, formulate his own views, and retairdisignct identity. Sherston’s
greatest victory comes when he can say, “For the ltieigg | had regained my right to
call myself a private individual” (159).

Ultimately, war writers like Vaughn, Owen, Gurney, 8am, and Graves exhibit
a combination of discomfort and reticence as theyeekeir personal war stories
through memoir, poetry, and prose. They question thditiebias writers because they
find themselves at the center of their own narrative®y fill two roles: one as the
primary characters in their tales and the other asnhepossible narrators of their
experiences. They straddle the unstable area betviean home and life on the

battlefield, just as they attempt to balance theidiaiwviidentities with their war identities.
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This may account for writers like Graves wondering if theg conflating history and
fiction, for in war writing, there is room for bothtampts to relate stories rooted in the
details of war and also those that germinate, mutatefage in the minds of storytellers
who are psychologically damaged by trauma and loss.

In many of these writings, we see various configuratmidoubles, mirror
images and alter egos that demonstrate distinct chaiéageeaningful acts of self-
reflection and empathy for the dead. Gurney wants tsbhdms dead counterpart from
sight not for the sake of propriety and respect, balhabhe no longer faces his own
vulnerability and mortality in the face of his fellowmbatant. VVaughn faces his own
fragile identity when he thinks he sees a specter ®fodthe men he has buried, a
walking corpse who turns out to be his Corporal. His cométion with the dead brings
him closer to accepting the possibility of his own demiSraves and Sassoon find their
mirror images in one another as they carve out indiVisip@ces for themselves both
psychologically and narratively. They compared thewsien the war, as well as their
post-war psychological damage. They needed to find soneemndke themselves who
had survived the war and who had boldly ventured to whibeiiait. They both survived
through their writing.

During wartime, officials and war conditions limiteatéfficacy of writing, so
war writers seemed to bear the burden of relating tweir histories and took
responsibility for acts of remembrance through theihaship. Mourners were no
longer free to pen lengthy epitaphs full of personalrmtation; official decree dictated
that writers had to economize and limit themselves $et amount of letters on a

gravestone—when gravestones were even erected imghpléice. Names that might
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have appeared in epitaphs on tombstones in organized cesé@tstead punctuated the
pages of memoirs, poems, and novels, and memoirists, ek novelists took on the
role of the epitaph writer not just by reporting the tamel circumstances of death, but
also by emphasizing personal aspects of the dead: pahnisirdbodies, objects they
cherished, clothing they wore, and duties they perfornfédting about the dead was
one way to bring the identities—not the bodies—of &mddiers home from the front.
Writing indeed helped combatants share the experiendesafre psychological
war wounds; however, despite the ways that writing hetipech come to terms with loss,
and despite the remarkable progress made in the wartimeniadization of individual
soldiers during the Great War, the poetry, memoirs namndatives of the war were still
profoundly haunted by lost bodies and unrecorded identitgesmunal graves and
commingled bodies. The absent corpses and fracturedtieleof warfare echoed the
horrors of urban nineteenth-century graveyards, and therdied England felt
regarding wartime burial articulated the influence of mawlian burial and
memorialization practices that had been developed durngitieteenth century. Clearly
nineteenth-century burial reform shaped how, decadesdateyntry responded to its
war dead and played a part in how soldiers, survivors anamars sought to
commemorate the military dead of the First World Wéfhen soldiers could not be

literally buried, war writers buried them with words.
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Epilogue

Filling Jacob’s Shoes: Absence, Silence, Anonymity aeddianging Role of Epitaph

| can see the child quite clearly, and yet | cannot roakéow he is
dressed... Anyhow, here is our lad on this afternoon ofg fp@st summer.
The Abbey bell is tolling... the choir is singing about dditioy whom we
now call the Unknown Warrior. There is the open gravDead silence...
They come nearer in their procession... The coffin, diapth the Union
Jack, is borne about and set in its place over theegra&nd the king cast
into the grave the earth that had been brought fromcEra The benediction
was pronounced. Dead silence. And then people looked anotieer, and
their eyes asked, “What next?”

—Arthur Machen, “Vision in the Abbey” (1923)

Why are we yet surprised in the window corner by a suddgornvihat the
young man in the chair is of all things in the world thost real, the most
solid, the best known to us—why indeed? For the momastt\aé know
nothing about him... Such is the manner of our seeing. Sudotititions
of our love... The observer is choked with observations..r& lseno need
to distinguish details... Sandra Wentworth Williams wokehe Great clock
on the landing ticked and Sandra would hear time accuimgyand ask
herself, “What for?”

—Virginia Woolf,Jacob’s Roon§1922)
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Introduction: Improvisational Commemoration and the Fadiagetery

Virginia Woolf's third novel,Jacob’s Roon(1922), thrives on silence and
absence as the reader comes to know the protagonist,Rlacders, through the
impressions of other characters. Jacob punctuates the glage ments, but only though
fleeting glimpses, fragmented conversations, and vagueg@ms. The novel traces
various aspects of Jacob’s childhood, his time studying mb@dge, and his arrival into
adulthood. Woolf characterizes Jacob mainly througleimsty room. The reader never
experiences a death scene even though it is clearabab has died in World War | and
won’'t be coming back home to occupy his room, which mightdmpared to an empty
grave. Also focusing on the gaping space of a grave miAMachen, who wrote the
short prose piece “Vision in the Abbey,” excerpted abqust a year aftetacob’s Room
was published. Machen constructs a fictional story iedfiy reality of the boy who
was to grow up to become the Unknown Warrior, hipserselected randomly, returned
from the battlefield, and buried in Westminster Abbeydodr the war dead of World
War |.

It is remarkable to note the similarities between e pieces in tone and theme.
In “Vision,” the narrator starts with a paradox; e cee a boy “clearly” but cannot
make out the details of his attire. Similarly, the egt&omJacob’s Roonis focused on
vision and seeing. The “manner of seeing” that Woolf' satar describes involves not
attention to detail; instead, love dictates that readee Jacob most fully, as “real” and
“solid,” because they “know nothing about him.” Thighe dynamic that Machen
describes in “Vision,” as well. The boy feels fammleven though his characterization is

vague. Both writers thematize silence and end with hatigighiguestions that beg
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impossible answers. Examining these texts side-by-sigs belto understand the tone
and mood of many works written about the lost and anonymeusofiWorld War I.
Woolf's elegiac text can be situated alongside otlessdr-known works that attempt to
characterize the war dead or the Unknown Soldier hysing on less conventional
methods of “seeing” characters. Jacob’s RoomWoolf reacts in ways reminiscent of a
variety of war writings about lost soldiers, anonymwasriors who never received
individual burials.

Chapter Three addressed how the steady erosion of inditydnadeath because
of the absence of soldiers’ corpses encouraged othas foir memorialization during the
Great War, especially though war writing. Building uggimapter Three, the Epilogue
provides a wider context for understanding the charaetén of epitaphs, cemeteries,
and the absent dead in texts about unknown soldiers &ddaif's Jacob’s Room The
Great War forced writers and other civilians to rethink wdmahmemoration could offer
when, post-battle, bodies remained absent, unidentdigdiunmemorialized; like many
lesser-known writers from this period, Woolf works tgb these issues in her fiction.
In Jacob’s Roomshe allows the unspeakable, the unknowable, and thet absetersect
in a way that demonstrates not only the failure of langulgt also the inadequacy of
traditional cemeterial and commemorative customs audlsit InJacob’s Room
mourning and memorialization, key processes previously essdavith the graveyard
in nineteenth-century fiction, occur outside cemeterfswd hus, this epilogue considers
Jacob’s Roonin light of three public structures and events, the Gaig the Unknown
Soldier, and the Moment of Silence. It demonstrat@swoters coped with the

aftermath of The Great War and helped to reshape naifgm®per commemoration,
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thereby challenging and disrupting the centralized ritdscastoms that were such
fixtures in nineteenth-century literature and culture.

It would not be an overstatement to say that the wktecated nearly a century’s
worth of burial reform, and wartime conditions reimtuged, on a massive scale, the
struggle to produce individuated remembrance after corpsesleferotting and
unburied or hastily interred in mass gravesDé&ath, Grief and Poverty in Britain, 1870-
1914 Julie-Marie Strange emphasizes the Great War'derigd to extravagant Victorian
mourning culture because post-war culture seemed to sinyelieavement. As she
explains, the war made nineteenth-century mourning custapessible: “Families were
forced to improvise. That they did so indicates thaiicance attached to the ownership
of the dead and cultural representations of loss asnarfesums for negotiating and,
ultimately, resolving grief’ (273). Indeed, nineteenth-centurial reforms intensified
the need to recover, covet, and personalize the weadead. When that was impossible,
much of this “improvisation” came in the form of writings memoirists and novelists
like Vaughn, Gurney, Graves and Sassoon shared thestoras.

While writers offered war narratives, public officiasught ways to
commemorate the dead and provide public architecture and @elmceremonies to
honor missing and deceased soldiers. Mourners’ gazesigerlfocused on the body but
on stony structures; these memorials and war writirkg aicorporated three central
themes to signify lack: silence, anonymity and absencetei/began to emphasize
silent scenes and noble “nobodies,” and to valorigenttssing. In letters, newspapers
and novels, they characterized their subjects via Bpadijectives, including

“voiceless,” “unknown,” and “absent.” Three formsadficial governmental reaction to
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the war; the Cenotaph, the Tomb of the Unknown 8gl@ind the observed Moment of
Silence promoted the same glorification of absenaayyanity and silence found in
writing about the war. Something had to appease or suppadesire to view, bury,
and name corpses, and so came a shift in architecturéitenary acts of remembrance
from an imperative to identify and individualize the dead teew approach that featured
the acceptance of the unknown and unidentified. Sileecanbe thematized while
language was called into question as the primary interpeetaddium; similarly,
absence became more valued, more felt and significanainy ways than presence.

During the nineteenth century, epitaphs and epitaphic writimge enough to
identify corpses and represent lives, but after World Manguage could no longer
function in the same identifying and memorializing wéy.Postcards from the
TrenchesAllyson Booth argues that both civilian and combatantienoist writers found
that language could no longer adequately represent expeviieceit came to
interpreting the massive loss caused by the Great Waould add that writers not only
pointed to language’s failure but found ways to make angjeiage, anti-being, and anti-
identity central. In other words, architectural structuoeremonies, and novels alike
valorized the unspoken, absent, and anonymous. The thavéhcorporates these
concepts best is Virginia Woolf#acob’'s Room

It is the distinct combination of these three typekck—silence, absence, and
anonymity—along with a focus on graveyard scenes that detr@uzemetery that make
Jacob’s Roonan effective epitaphic novel. Where nineteenth-cemtaxgls often
included the actual words on or intended for a tombstwaraes and epitaphs mean little

in Woolf's narrative. Her mental landscapes reptaecformerly-central, literal terrain
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of the cemetery found in realist fiction. Woolf unstands the limitations of language,
the power of silence, and the significance of absendlgsoh Booth recognizes this
when she compares Jacob’s empty room to a coffin amektoorials to the missing,
especially the Cenotaph. She underscores how Jacupty,ecoffin-like room
“acknowledges... that perhaps the only honest representdtadysence is silence” (49).
Vincent Sherry, too, offers an important discussiornef‘tinspeakability of war” and its
presence idacob’s Roonin The Great War and the Language of Modernf2i#b). But
it is the distinct combination of silence, absencd, amnymity in Woolf's novel,
through the characterization of Jacob Flanders, a ddidérsrecognized through his
absence, that allows us to witness and understand tiséotraation of epitaphic
narratives after the Great War.

A number of original war documents correspond to Wool€sdnal
memorialization of Jacob Flanders. Clippings, Isttand journals describe the search
for missing soldiers and describe how civilians initiatigded for headstones for the
dead and reacted to war conditions that did not allovepaaphic commemoration. Like
many of her contemporaries, Woolf found an unconventiwag to console the grief-
stricken through her epitaphic narrative. But whereasneteenth-century literature
epitaphs receive space on the pagdacob’s Roonthe identifying and memorializing
writing on tombstones becomes secondary, depreciaisteas it does in post-war letters
and newspaper features. Names and titles, although wugddrtgto represent the war
dead on monuments in actuality, seem insufficient imM&novel. Her cemeterial
scenes underscore the futility of the epitaph and iom¢b encourage other less-defined

but equally meaningful ways to remember.
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Turning to Stone: Empty Tombs, Silent Mourning, and Unkn@viarriors

After the war ended, England hastily began to search fianacea for widespread
grief. The war catalyzed an onslaught of bodies d@ingrand monumental structures to
honor and stand for the war dead—texts and memorialsnigat somehow compensate
for lost soldiers. But instead of focusing on specifaiviiduals and their personal
characteristics, writers blurred visages and muted indivtgualnomage to the masses
of unknown dead, and architects designed the simplestwsgaaneant to provide
universal, rather than individual, solace. Newspapentepdter war's end often praised
the efforts of lost soldiers and war heroes withmahtioning names even when names
were available. Writers created new types of heanésnarratives. In her 1919 article
“The Finder,” D. J. Thompson presents a mythical hero-wraramed worker who
searched for the missing, and who was said to “represgmitanber of those performing
this task” (Thompson Private Papers). She explainsthousands of unknown men
searched for teems of other unknown men. The Finttesk is to endeavour to trace
men who are posted as missing in the war... He is nibkwewn. He labors in the
shadows... He can tell heartening stories of soldiers gipefor dead who are alive and
well.” Thompson concludes her article by focusing arttany “vacant chairs” in
England and “many neighbors inventing wonderful narrafesen who have come
home months and months after their name appeared listtbéthe missing”
(Thompson). Storytelling generated hope, and “heartenimg st came to replace
absent bodies and identities. Another 1919 article faemMorning Posfeatures “The
Searcher,” a worker akin to the finder who hoped to locagsing soldiers. This worker

was a collector of stories, moving “from bed to bed andii@ward... hearing the many
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tales” in an attempt to reunite soldiers with their ifeas (Thompson). In this manner,
the war generated both writing and storytelling, but dtestfocused on unidentified
martyrs. In actuality, few missing soldiers founditiigay home, but these articles and
others like them encouraged hope when bodies to cherisplaces to mourn were non-
existent.

Officials did not overlook the use of cemeteries as @ianational reparation, but
most actual grave sites were found at the battlefiellmsklves, outside England’s
boundaries. The cemeteries that developers event@sligreed included architectural
components, but these structures promoted uniformity in dagktér than individuality.
In 1917, English architects Sir Edwin Lutyens and HerbakielB went to France to
assess the cemetery situation and the first reporpregented by the War Grave
Commission, a group founded in 1915 by Fabian Ware, a Red Woolssr. The official
decision of the Commission was that all headstonesldtbe identical and should carry
names but not ranks. Each cemetery would have anikédtsreat War Stone”
accessible by three stone steps and a Bronze “Cr&sscafice” with an inscription
designed by Kipling: “Their name liveth forevermore” (Lébg0). These universal
structures, with simple yet cogent words, were designegplace traditional
individualized funereal and burial practices. But few dead rested in organized
cemeteries in the first place. A.O. Shewan includesmphlet on “The Registration and
Care of Graves” in his personal post-war scrapbook. dildeéhe duties of the Graves
Registration Unit, pointing out that it would “never bespible to obtain a record of all
graves” and “a number of graves will be irretrievablstlb Sometimes burial grounds

were completely erased by shell fire, with “no hopeeabnstructing the cemetery so that
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individual graves may be recognized” (1). There was litvlee for orderly and
customary memorialization.

Not only were individual burials impossible, but so, too,aveee-flowing,
inspirational epitaphs. Rudyard Kipling addresses this gnoloh “The Graves of the
Fallen,” a publication put out by the Imperial War Gra@esnmission. He first offers
hope, suggesting “relatives should, if they wish, add & gtaription of their own
choice as an expression of personal feeling and affédtahe stones of the dead in
Flanders and France. Just as quickly, though, he chetifgeopportunity for effective
commemoration, stating that inscriptions will betet families’ expense and that
epitaphs will be limited to “sixty-six letters” in ond&o avoid unduly crowding the
stones” (11). Where Victorian epitaphs flourished ietggthy narratives (despite the
criticism of some who thought excess in poor taste)ctncern was no longer about
overcrowded graveyards, but overcrowti@uibstones Words were expensive, and a
new linguistic economy was in effect. Kipling renounieggthy epitaphs by the
conclusion of this work, saying it was unwise to includanlbecause the tiny lettering
on such crowded stones would be nearly impossible to rehd/@uld not withstand the
weather. Another pamphlet on war graves states tlsegoe cons of engraving epitaphs
on soldiers’ headstones:

There is some difference of opinion as to whetbavé should be
given to relatives to add anything further. It is clparidesirable

to allow free scope for the effusions of the moguaason, the
sentimental versifier, or the crank; nor can spacgiyen for a lengthy

epitaph. On the other hand it would give satisfactiomany
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individual instances to be allowed to add an appropriate prayer o
words of dedication... | am inclined, therefore, to recomte a
short inscription of not more than three lines... atdbst of the
applicant... and that the Commission shall have absolwte pof
rejection or acceptance. (10)
This decree, too, concerns itself not with bodies, btit words and their potential for
overcrowding the stone or failing altogether. Cleargréhwas no need to indulge “the
sentimental versifier” any more than was necessHere, each word must be powerful
in order for the epitaph to fulfill its obligation to merialize. This conservation of
epitaphic words limited the ways that the living could eember the dead.

Kipling must have felt some obligation toward memozgtion, for in 1919 he
included several short poems under the heading “Epitaghe a¥ar” in his 1919
collectionThe Years BetweerKipling lost his only son to the war; he looked foeov
two years for him before realizing he would not retusahn North writes, “Though John
Kipling could be given no last resting place his deathneesrded... With no named
headstone, however, his father was denied a tangitis for his grief’ (57). Even
though he could not personalize his son’s epitaph, he detwsedotrds that would be
found on over 200,000 graves of unidentified British soldigxsSoldier of the Great
War. Known Unto God” (North 58). “Epitaphs of the Warbvides some verses that
might apply to various missing family members and loved anelsiding “A Servant,”
“An Only Son” and “The Beginner.” Kipling, who in his capgawith the Imperial War
Graves Commission had to deny civilians the comforbig land expressive epitaphs for

their lost brothers, fathers, and friends, realizestti@only place memorials like this are
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possible are in the pages of books. Even so, despifacthinat he has countless pages
upon which to write his epitaphs, rather than approachimgmgrance in a personal
way, he provides general words that might befit almogtof the missing. Some of the
epitaphs veer from traditional form and content and ao@nature. In one verse,
“Pelicans in the Wilderness,” the persona recognizekessl distant, natural graves:
“The blown sand heaps on me, that none may learnet®ham laid for whom my
children grieve” (1-2). The verse recalls a Wilfred @wp®em as the soldier speaks
from under actively-churning sand that buries and covers fiine way the poem
concludes gives the impression that the dead soldarigyf likely grieves as much for
“where [he is] laid” as for his death itself. This capkke so many Kipling had to face
in his official work, could not be “laid” to rest, but tesd remained hidden from sight,
missing any identifying or reverent languafe.

Even without epitaphs, the longevity of stony structuresnsed memorial
perpetuity’’ A sense of mass grief among the living correlated thithmass burials of
unidentifiable war dead, and a more universal memorial wasseary apart from
cemeterial fixtures. As Allyson Booth points outh& oppressive absence of
inaccessible corpses prompted British civilians to condentrathe production of war
memorials” (43). The Cenotaph was one respdnsirchitects originally sought to

erect a “catafalque”, but a cenotaph became the more@Eteooption since a

* paul MacKendrick writes about the classical qualitie$Epitaphs of War” in “Kipling and the
Classical.” He concludes that they have a “lapidaryiigV3). A more extensive discussion of
“Epitaphs of War,” specifically “The Sleep Sentinatdn be found in Debra Fried’s “Repetition, Refrain,
and Epitaph,” where she discusses how the poem’s ichfastern underscores how epitaph makes
language “repetitive, incantatory, static” (618).

*1 For a longer analysis of architectural responses tovéinesee Samuel Hynes’ “Monument Making,”
Chapter 14 oA War Imagined

2 Geoff Dyer examines poetry, photographs, film, ceréammemeteries, and sculpturélime Missing of
the SommeHe includes discussions of the Cenotaph and offtei@monies to consider how post-war
England remembered. Also on the Cenotaph, see Alexitemorials of the Great War in Britain
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“catafalque” is a platform used to hold a coffin andarfotaph” is a memorial to absent
corpses (Booth 33). The Cenotaph became a symbol fooreal absence and an
answer to undefined grief. Booth explains, “By constructifgstutes for absent
corpses, these artifacts moved toward closing onesafityst important gaps separating
the experience of soldiers and civilians” (33). Memasialctures—the Cenotaph in
particular—provided focal points for both grief-strickenilans and fellow comrades,
soldiers who may have been present when bodies disagpear

Just as important as the structure itself was thet silnremony that accompanied
it at the Peace Celebrations at 11:45 a.m. on July 19, 1818s 1923 tribut€enotaph:
A Book of Remembrance in Poetry and Pr@d®mas Moult refers to this day and
relates how mourners considered this public gesture afmémance more effective,
“more complete, less isolated, by sharing the memofieshers whose heads bowed
also” (11). The mass burial of the war effectuatedsnsasnmemoration; on the
battlefield bodies were often buried together, and atehthe living lamented en masse.
The Cenotaph was at first meant as a temporary @eter but it became permanent
after its ceremonial use in July, 1919. It stands taadye middle of Whitehall, in what
one historian calls “the thick of traffic” (Whittick 44)t became a primary focal point
for collective homage, a part of daily life in Londofhe permanent Cenotaph, unveiled
on the one-year anniversary of Armistice Day is emddedlil only by wreaths of stone
and a terse inscription: “The Glorious Dead.” The Cepiotaeated what Margot Norris
calls the “present absence” of the soldier’s corfé. (

On the same day that officials unveiled the Cenotagly, ititerred an Unknown

Soldier in Westminster Abbey. Accounts vary in the/ fmctionaries chose the

191



Unknown Solider, and narrative discrepancies perpetuateythic quality surrounding
the story of England’s Everymah. Some sources report that the idea originated when
the Rev. David Railton, after viewing a gravesite fouaknown labeled “an Unknown
Soldier of the Black Watch,” sent an envoy to speakitg Kseorge V about using the
interment of an unidentified English body to foster nminug. Others suggest that
England adopted the idea from France. Accounts emphhsizense of haste
accompanying the retrieval of four corpses, which reallywarted to a collection of
mere bones. One came from each of four main battlefithe Somme, Aisne, Arras,
and Ypres. The bodies were to come only from gravekadas unknown, and one
soldier of the four would be randomly chosen as the OwknSolider to represent
national grief. Unlike in other military engagementss tupreme act of homage
disregarded class and rank. The soldier was to be noipmtas everyway—bearing no
name, regiment, or other identifiable factor besides&imnality.

This nameless, faceless soldier and his ceremony gdrtier attention of the
nation by juxtaposing impressions of singularity and astegabindividuality and
anonymity, presence and absence. Although onlookers lobeitise one unknown man
who was the focus of the day, writers who described¢hemony lose sight of its
individual participants. An author identified as “J.B."Noult’s collection recalls the
pall bearers for the Unknown Soldier moving “with the nim@us shuffle of a many-
legged insect” (24). Throngs of people gathered to honor Ibetiitbe Unknown) and

many (all lost soldiers). Individuality diminished &g people assembled: “The crowd

*3 For various accounts of how the unknown solider \etected, see Adrian Gregofhe Silence of
Memory(24-8); George L. Mossé&allen Soldiers: Reshaping the Memory of the World \W24s3);
Geoff Dyer,The Missing of the Somn(@0-25); Paul P. WalsliKknown but to GopgMichael GavagharnThe
Story of the Unknown Warrior
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filled every inch of the pavement, packed closely and ortike slates on a roof’ (J.B.,
24-5). Families participated in this impersonal ceremonf/thsy were ritualizing the
deaths of their own sons and husbands when they suggidr® missing identity of the
Unknown Warrior with the identities of the missingheTUnknown Soldier underscored
British nationality while simultaneously acting aseéerent for bodies abandoned, far
from their nation.

England’s answer to missing bodies was to officiallxerse the cultural
emphasis placed on distinct identity in death during teeipus century. By making one
unknown the focal point of the mourning process as wedf asimerous written
accounts, officials offered two aspects of the solftiethe public to identify with: he
represented no soldier in particular while he simutbasy/ represented every lost
combatant.The Timesditorial from 11 November 1920 exhibits this dichotomy:éTh
ceremonies were impersonal, or, more truly, they argopal to us all.” (Qtd. in Bourke
250). Immediately following this glorification of non-idi&y, however, public reaction
included a need timposeidentity. Vera Brittain exhibits this yearning in hernaar,
Testament of Youthvhen she speaks of a dear friend: “I read... abeubwhial of the
Unknown Warrior who might so well have been Geoffr@09). David Cannadine
reports that “the papers were filled not only with aceéswf the ceremonial, but with
fanciful essays within which the life of the UnknoWarrior was re-created” (224).
Despite its demonstrated public acceptance of the cerahWarrior, British society
expressed the continued desire to reinstitute identity/fietionalized accounts became

more important than actual epitaphs.
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The combined effect of the unveiling of the Cenotaph aadbtinial of the
Unknown Soldier devalued linear time and underscoredgdhdisance of the moment.
In his analysis ofacob’s RoomVincent Sherry discusses the novel in terms thaldc
also apply to this ceremonial event. This ceremony thikenovel, “throws over an older
notion of cause-and-effect sequence” and “intensifieglng of being encapsulated in a
given instant of temporality” (271). Actual life storiesre left unfinished, and a nation
steeped in the virtues of progress fixated on pause, orstispeended. This sense of
cessation-- of the ritualized moment-- climaxed atuimeeiling of the Cenotaph:

The Cenotaph, its new Portland stone a pale lemonpedeee us

naked and beautiful, and by its sudden apparition drawingeall th

significance to the moment itself. After that theagreilence, when the

last boom of Big Ben had ceased to quiver in the ainer& was no

motion... The people stood frozen. (Moult 24-26)
The Cenotaph is personified here, a ghostly savior, wigratith intensity and shaping
the “moment.” It salved the horror of namelessekess burial in one glorious instant.
Woolf echoes the ceremony’s profundity in novels Mkes. Dalloway when “Time flaps
on the mast. There we stop; there we stand” (49)ticBlrly significant is the
description of the crowd, presented en masse like fdeesss mangled bodies buried in
mass graves. The people commingle into one unit untildheyrozen with intense
feeling. At this moment, silence and anonymity unitprimduce consolation, as the
Cenotaph figuratively replaced all the obliterated andgiliséd bodies with its “naked”

beauty.

194



This kind of reaction to the Cenotaph carries over mtich post-war reporting.
Moult’s 1923 collection of articles includes several sipgetes that exhibit the literary
responses to the Cenotaph’s unveiling and the Unknowne®slturial. Ceremonial
details involving the cessation of time during the monoésilence on November 11,
1918 (and each year thereatfter) far exceed the signiGaainadividual identity. In “The
Nobodies who Won,” H.M. Tomlinson calls the 1918 monedrdilence “a momentary
flicker of colour, kaleidoscopic against the gloom of maes®we know will never pass”
(142). The glorification of that pause continued froraryt® year. An anonymously-
written article from “The Manchester Guardian” descibde author’s impression of the
national moment of silence re-enacted on November 11, 1920:

The minute passes slowly, and then the deep boom @bthie

Hall clock announced the hour... the first stroke ofeeproduced

a magical effect. The effect on the people was curidirey had

been waiting for the moment, and now that it had cdhey, seemed

a little uncertain what to do... everyone stood veltl.sfihe stress of

the moment had passed from the street... The hush dekpeind

the spirit of memory brooded over it all. (37-8)
Time’s languidness sharpens the moment, like Woolfeptiof “time tapering to a
point” in The Waves* Silence exacerbates the “stress of the momenthalps the
“spirit of memory” to function properly, covering thetima like a pall. But the moment,

however magical, is fleeting, and the writer conclugieslescribing a return to regular

**In The Culture of Time and Spa&tephen Kern explains how combatants felt about tirtteein

trenches: “Individuals behave in distinctive ways whesy feel cut off from the flow of time, excessively
attached to the past, isolated in the present, with@uture, or rushing toward one” (3). Kerns argues that
the experience of war intensified the sense of theeptes
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time when the magic fades: “But the spell was now tee@reaking... In thirty seconds
the street racket was as loud as ever, and the policempaint duty had become an
emotionless and very efficient semaphore” (39). Thetizgl ingredient of one moment,
in which people collectively celebrated silence anctbentered complete stillness,
evaporates into ordinary existence; the policeman clsainge a mythical figure into a
mere cipher, a reminder of banal moments and ordinfary Adrian Gregory explains
the effect of this type of silence Trhe Silence of Memari§it signified everything and
nothing... The silence [at the ceremony] struck individualk ¥orce. People were
swept into the collective emotion” (7, 17).

This combination of silence and anonymity as experiencaavbans seems to
have taken place on the battlefield as well whenis@datonfronted corpses and were
forced to incorporate them into daily life at war. &twvered bodies and body parts
commingled with the ground to become part of the teohbattle. Tomlinson recalls an
eerie figure whose “body literally was thrown to fiibse trenches it had won, and was
the bridge across which our impatient guns drove in purstliecenemy it had broken”
(146). Combatants used corpses as structural componentgstgjrand directional
markers in battle, and they had to accept the horrocthipses and body parts would
likely resurface as parts of the trenches or parapdtey Were handy for patching up
gaping holes in the sides of trenches (Packham 15-16)linkom recalls a transformed
human “face seamed with lines” that “now looms in memhuge, statuesque, silent, but
guestioning, like an overshadowing challenge, a gigantic leggefaan charged with
tragedy and drama” (146). As the mythical soldier figureadiistony, it loomed

“legendary” and invincible, unlike the actual human bothes had so effortlessly fallen
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to pieces. Tomlinson closes his piece by uniting this figutie sience: “What is that
figure now? An unspoken thought” associated with “all tevable things” (147).
Tomlinson’s narrative incorporates the two main comptsef the Unknown
phenomenon: anonymity and silence. Because the hofraear alictate silence, it
becomes as powerful as sound. It acts as an ambiguopstgat force in the stories of
survivors and in post-war fiction.

Several short pieces of writing and novels appeareceiedhy twentieth century
featuring anonymous authors, voiceless combatants, theiechvar dead, and
purposeful ambiguity. For instance, silence and anonyratygrucial roles infhe Love
of an Unknown Soldier Found in a Dug-q@®©18). “Author” John Lane contends that
his story came to print via a young officer who inigdtbund the manuscript as “a
bundle of papers... in one of the dug-outs of an abandpneg@osition” and then gave
the papers to Lane (v). The manuscript supplants thendpot the soldier had
previously fought; everything that readers might discoveuabion would come from
his writing. His narrative replaces his physical exisee The body of the manuscript,
much like the bodies of the soldiers blown to bits araynddicated no name, unit, or
real identifying information other than the story. Thecp focuses on “some particular
American girl, who had quickened the last days of tmkndwn Soldier’s life with
romance” (viii). According to Lane, if the young womaith whom this unknown was
involved recognized herself in the textual details, shddoonme forward to claim the
original papers written by her lost love.

Ostensibly, several young women could—and probably did—reatstiees

into the story of a gallant and romantic unknowrthm same way that the Unknown
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Soldier himself stood for thousands of lost men. Ex&g potency lies in its original
state of dispossession and in its open-ended existerrcdasiment intended to raise
guestions about identity and voicelessness. The wagileased the soldier’s voice; he
expresses his reticence even before his death antiselts/e, “Were we to meet, you
would not understand my silence” (189). Lane feels that puldjghe lost documents
was requisite, a “necessary means of making knowretavthld the romance she kindled
in the heart of her lost soldier, which he himsedf dot tell her” (viii)). He provides the
soldier a way of speaking from beyond his grave, even ththegboldier concludes his
memoir by reasserting his silence: “What more is thefge said? The things one always
says are inadequate... | want to hold you and say nothingnt—" (194). He feels that
he can never adequately convey what he has experiencad theiwar, just as he was
never able to profess his love, but through Lane, hielésta expresses both his horror
and adoration.

Another story based on a silenced unknown is the anoungigrwrittenTo My
Unknown Warrior(1920), which demonstrates just how desperately familiesada
bodies to call their own and to honor with proper mourningals and burials. The tiny
white book includes a dedication “to A.A. in memory ef lbrother” and begins with a
line so many yearned to say: “Boy, Dear, | am so happyave found you at last” (7).
The author describes the entire procession and buriaédfnknown as if he were her
love and as if she were fully aware of his identBhe revels at his superlative place in
history, buried among the greatest of the land in pigimt ®f Poet’s Corner at
Westminster Abbey. She describes his parents in gredt Hetdather changing clothes

several times to make sure he is dressed just rigtitdazeremony, saying, “Is my tie
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straight?” (13) and his mother, wearing a necklace giwdrer by her son on his and the
author’'s wedding day. The mother waxes “full of unuttergatitude that at last she
knew where they had laid you” (26-7). The speaker entersaiseemingly real
conversation with the Unknown, even though it is cletegdy one-sided. Just as Lane
acted as an intermediary voice for a missing solg®does this author speak for the
dead:

Somehow I think you must have had your very specsthwaday--

the secret which you kept from even me, for you did se the

ordinary epitaph: ‘A British Warrior— that must plge you. Forgive

me if | dare to interpret your beautiful silencesis klways one

woman'’s privilege to be the voice of one man’s he@t)
The “beautiful silences” transform into something intetable, and, like the lovers’
union inThe Love of an Unknown Solidéhne relationship between the writer and the
unknown transcends his death. She even declares éhaitlsbneak back to the Abbey
later that night, “when all the statues are asleep ladbbey is silent as the grave” to
“whisper to [him] words that no one else shall ever’h0).

Ultimately, the phenomena of the Cenotaph and the Unki@mdier set the
stage for non-linear stories about “no ones,” while uswing the significance of
absence and the volume of silence. The Unknown Wrdvecame, despite his
ambiguous and nameless existence, a critical post-waaatbar Authors assigned
attributes to, and provided narratives for, the Unknowdi&oeither by providing him
some chimerical identity or by imbuing him with the idgntf actual lost soldiers. The

significance of the supreme nobody, the Unknown, engeddstories about all the lost
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unknowns of the war. Tomlinson puts it best when he prevatieexample of what we
might call the characterization of anonymity. Helakgs how boys and men went to
fight without question, and death became “a common expegi From the day the
Germans entered Belgium a dumb resolution settled oNolbwdies” (142). The media
did not bother to collect adequate or accurate informapigmovide to the recruits, and
Tomlinson turns the corporeality of the men into atagious absence because of the
lack of information:

We therefore knew nothing of the munitions factoriesxd were

barely aware that... the hosts of the enemy wiengped dead on the

road to Calais. Whose work was all this? But hbausl we know?

Who can chronicle what Nobody does? (142-3)
Eager young men volunteered without understanding theigeokthe campaigns they
entered and gave up their lives and identities. The fdeasganions, dear to those
awaiting their return home, dissolved into one nondesangtuniversal “figure of
Nobody in sodden khaki” (146). But writers and architeats@l ways to “chronicle
what Nobody does,” and England found that “nothingnesthdt have to produce
feelings of complete loss and dread. The years folipwia war certainly introduced a
climate of recognizable incertitude, but this was someleoapéred by the Unknown
Soldier, the Cenotaph and the Moment of Silence, dsawéy the volume of writing at
this time imbuing these structures, characters, and £wettit identity and meaning.
Some pieces were fictional, some non-fictional, adesa productive combination of
fiction and reality. They naturally point toward anath®re intricately-characterized

nobody: Jacob Flanders.
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Epitaphic Narrative: The Burial GroundsJs#cob’s Room

In Jacob’s Roonwe find the fictional use of the same tropes that geaek post-
war architecture and culture. Woolf entertains the questi how to remember an
individual at home when imaginations drifted toward forgates, like “the uplands of
Albanie, where the hills are sand-colored, and bonesbenied” (172). She uses
absence, anonymity, and silence to negotiate issues ofydemi characterization and to
demonstrate how her main character appears solid andl@eled beyond the
limitations of a traditionally-told story. Jacob’s caetrerization happens against a
backdrop of beaches, museums, and cemeteries, placespeople gather to frolic,
observe, and think. In statue-filled halls and rubble-sirgsttings of stones and bones,
Woolf creates a palpable memorialization of Jacob Eemndven though he is often
referred to as “the silent young man” without a voice 9,61, 71). Through his
voicelessness, Jacob is figured as an unknown waoriguite possibly, the Unknown
Soldier himself as William Handley claims (Hussey 110he text is an obvious tribute
to both an individual combatant and to all soldiers. dittaring Woolf's personal
heartbreak, critics have noted two possible autobiographggirations for Jacob: her
brother Thoby, who died in 1906 of typhoid, or her frietheé, war poet Rupert Brooke,
who served with the British Navy and died of blood poisgrin 1915>> The elegiac
nature of the text is obvious. More than that, thoutgterves as a kind of textual

epitaph®® For Woolf, narrative supersedes tombstones and epitaghso longer serve

%5 John Mepham supports the viewpoint that Virginia Wool§iekes her brother Thoby itacob’s Room
See Mepham'’s “Modernism and Mourning”\firginia Woolf: New Critical EssaysIn “Virginia Woolf's
Jacob’s RoomHistory and Memory,” Judith Hattaway describes iadsography of Thoby, “fragmented
and incomplete” (21).

*% Many critics have examinelb the Lighthousas elegy. For instance, see Helen CoiBa,the
Lighthouse Death, Mourning, and Transfiguration”; “Casting off frofihe Castaway'To the Lighthouse
as Prose Elegy; Mark Spilkgjrginia Woolf's Quarrel with Grieving More recently, Karen Smythe and
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their purpose for the bereaved. In a text that emplsasilmnce and the fruitlessness of
language, epitaphs lose their memorializing function wthgenovel itself becomes an
emblem for both personal and nationwide grief.

In Fighting Forces Sharon Ouditt demonstrates hdacob’s Roonmight be seen
as a “mock obituary” because of the way Woolf definesldahrough a “hierarchy of
social indicators” in order to criticize the male-donmheulture responsible for the war
itself (176-7). The text includes soldiers’ ranks, alotittp wdicators of class and
educational institutions attended. What critics like Ouditte not considered, however,
is how Woolf challenges conventional memorializatiyrpunctuating the text not only
with masculine symbols of status, but also by locating grid post-death identity
formation outside the cemetery. She alters the mexpgints for commemoration in her
novel by substituting silence for language and a namedcalit for one chiseled on a
tombstone. Jacob is characterized through his abs@&ycmcorporating the unsaid, the
absent, and the unknowable, Woolf establishes her owrotypawerful epitaph
narrative to replace traditional epitaphs; at the siéimes, she demonstrates the failure of
memorializing language and of Victorian commemorativearuastin general in light of
the war’s aftermath. Woolf seems to suggest that vis#tioges with inscribed names
and epitaphs is an insufficient path toward consaiadind healing. War has dictated
new ways to comprehend death and grief, and Woolf ush#msiohange by offering

both comfort and familiarity with her soldier's abse>’

Alex Zwerdling have examinethcob’s Roonas an elegiac text. See Smythe, “Virginia Woolf'edthc
Enterprise” and Zwerdling’sJacob’s RoomVirginia Woolf's Satiric Elegy.”

> patricia Rae’s collectiotodernism and Mourningontains several essays that explore the connection
between Modernism and mourning customs that pertainctfnd the context of World War 1.
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Upon rubble-strew landscapes of stones and bones, Weatks a vivid
memorial for Jacob Flanders even though he is, agMerivman asserts, a hero “able to
sustain a seductive appeal in absentia” (35). His amorgmtaph is not set in stone,
but subsumed by the landscape. When Better Flanders wamaergh the cemetery
with Mrs. Jarvis, the clergyman’s wife, to share tregnificent view atop the hill
overlooking the quiet moors, she first mentions Jandbrims of his departure: “Yes,
Jacob will leave Paris on Wednesday” (132). Woolf thesgmts a scene nearly void of
sentimentality, one that hints at Jacob’s death raktaa announces it, as Mrs. Flanders’
visit to the graveyard serves mainly to remind her of gs#ses she has lost: “How
many needles Betty Flanders had lost there! And heeghraoch” (132). Her thoughts
drift to Jacob because the brooch had been a gift iiombut she seems distracted and
quickly forgets Jacob. She focuses instead of thengiggece of jewelry. Both women
shuffle around among little pieces of bone and chalks. Mlanders pauses to consider a
pebble. The narrator explains how all of these things—stdmaes, needles, brooch,
and, by association, Jacob—are simply a natural panedfich accumulation” of the
moors. In this cemetery, epitaphs are ignored rattzer read and cherished. Like all
other things, they are consumed in their natural surragediThe landscape, as is
expected, swallows up possessions, bodies, and tombstihe®mventional epitaphs:

Yet even in this light the legends on the tombst@oedd be read,

brief voices saying, ‘Il am Bertha Ruck,” ‘Il am Tom Gagend they

say which day of the year they died, and the New Trestasays
something for them, very proud, very emphatic, or climgo The moors

accept all that too... the moors accepted everything. (133-4
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The writing on the tombstones feels weary and inexp@sdt merely exists in a way
that it must, but without authentic, experienced inspiratand without readerly
satisfaction. What seems to bring a sense of ped®etty Flanders are the personified
hills; their thievery suggests that Jacob’s body is adiet found or honored at the
cemetery, but rather as part of a distant landscapayside memorial that has naturally
accepted him and hoards him as one of its possessions.

This merging of the dead with the natural world as patthi@mourning process
occurs earlier in the text as well. In Chapter Tweos.NFlanders reflects on her husband
Seabrook’s tombstone. She admits, “Though plain, & aveolid piece of work” (15),
ignoring the epitaph at first while focusing on itsftgmanship. Eventually, though, she
considers the language on the stone, and it becomedhaéeshe epitaphic space is
simply too restricted to house an adequate memoriaktobusband. The words on it are
ineffectual. Mrs. Flanders recalls having had trouble degivhat to call Seabrook
when she designed the stone. She remembers havingd settalling him “Merchant of
this city” despite her sense of the title’s inadequacye @&imnot even remember why she
had chosen to call him that, but comes to a conclusigail, she had to call him
something. And example for the boys... Had he then beding@t (16). At the
moment of the potential erasure of Seabrook’s identitg,. landers realizes how

he had merged in the grass, the sloping hillside, thesdnd
white stones, some slanting, others upright, the ddcayeaths,
the crosses of green tin, the narrow yellow pathd,the lilacs
that drooped in April... over the churchyard wall. Seabnwagk

now all that. (16)
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In one gesture, Woolf shows how easily the physical mépseof death, the supposed-
symbols of the dead, rot, wither, and fade. The brigtgmgpaths where Victorian
mourners had paraded are here replaced by “narrow yelldhs”pahile stones lean any-
which-way, succumbing to gravity and their place as &nsion of the ground. The
inscription on his tombstone means little. What matiehow Seabrook becomes part of
the earth in a way reminiscent of the soldiers’ibsdanelding with the landscapes of war.
Furthermore, this makes Jacob’s distant demise easa&cept as the reader assumes his
death, but does not actually witness it or even heacdunted. His stone’s epitaph

could not capture his identity anyway because, as Wadksvin the novel, like letters
that “addressed themselves to the task of reaching, touchimggraiing the individual
heart,” epitaphs fail because, “words have been used &, ¢duched and turned, and
left exposed to the dust of the street” (93).

Despite Jacob’s fate, his name is never found on astom or as part of a
memorial; nevertheless, it resurfaces throughoutdleln It appears first, of course, in
the title and then in various characters’ vocalizatiodacob’s brother, Archer, calls for
him as the story opens: “Ja—cob! Ja—cob!” (8). LateiGlax,a and Bonamy summon
him, too. His identity becomes more palpable, more reaaah person shouts his name.
Conversely, the names on tombstones seem superfluass Lipet takes a set in St.
Paul's Cathedral beneath a famous Duke’s Tomb, who,tddspigrandness, lacks a
name. It is “a magnificent place for an old womanetst, by the very side of the great
Duke’s tomb... whose name she knows not” (65). The mehsmiges its purpose not
through consolation, but through its structure, its gse jplace for Mrs. Lidget to sit

down. The memorial becomes literally functional $ymbolically void. In another long
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review of names, an acquaintance even gets Betty aatd’'Satirname, a name
obviously associated with the war and Flanders Fieldsngvr‘Mrs. Sanders was there
again... Sanders was a fine young fellow” (102). Gettingllacgame right matters not.
In the novel, remembrance depends more on images amghgte, on moments and
memories, on the willingness of the consuming landscéagiead of on inscribed names
and graveside visits.
A second poignant example of a missing family nameesomith Florinda’s
story, for “her name had been bestowed upon her bynéepai she was without a
surname, and for parents had only the photograph of a tonedseneath which, she
said, her father lied buried” (77). Florinda’s photograph sugdhs situations of
civilians who only had photographs of graves to mourrfadty photographs were
sometimes the only way for a family to actually viegrave, when one existed for a
fallen combatant. In his war scrapbook, A.O. Sheinaludes a pamphlet written by
Rudyard Kipling on the care of graves that offers thigise to the bereaved:
Photographs of such graves in France and Belgiumeascaessible
to the photographers employed for the purpose are fudhishe
relatives on application, free of cost... All applioat are carefully
noted and photographs are sent as soon as possiblewltiubet
understood that in many cases weeks or months maygfass b
photographs may be taken. (Kipling)
Here, the grieving process becomes detached, complepalsase from the corpse.
Whereas irGreat ExpectationsPip finds comfort in the family’s tombstone as présen

tangible, and visible reminders of his lineage, Florindaomiga photograph “for
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parents.” Instead of remembering her mother and fathbearaveyard, she simply and
tersely refers to the picture when she discusseswhgndacob: “The tomb of her father
was mentioned” (78). Florinda’s dilemma represents &wasmisery instigated by
such massive loss of life, where feelings of longireg\avid but unexplainable through
language. When she needs to mourn for her fathemoodoe her missing surname,
Florinda can, in one moment, offer the photograph demunt explanation.

In Jacob’s RoomWoolf does more than mock the conventions of wartime
obituary; she suggests the complete inadequacy of connahtieemorializing rites and
customs and offers, in their place, the power of alisand silence. She matter-of-factly
recognizes that “highly respectable men, with wives andlies at Kentish Town, do
their best for twenty years to protect Plato and Shpeee, and then are buried at
Highgate” (109), but she demonstrates that erected hdsksree and scripted bits of
language do little to console, heal, or connect thadito the dead. At moments, Woolf
hints at the futility of conventional mourning. Mrs. Jarwho claims, “I never pity the
dead... They are at rest... And we spend our days doing fooligtessary things
without knowing why,” captures Woolf's sentiment here.almarrative that challenges
the realist mode of presentation, Woolf also challsrggaventional methods of
remembrance and questions the purpose of the cemetegypr&sents it as another part
of the landscape and shows how characters digesgtiefiand honor a lost son,
brother, friend despite the lack of a corpse, gravegegitdph. Though Mrs. Flanders
and the reader alike spend much of the text seeking Jagtite novel’s conclusion the
reader has a sense of Jacob’s substantiality, an,ragee important, a sense of having

experienced authentic, uneven, unplanned grief and bitter llosame ways, despite the
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character’s absence, the reader can express the wah#sdedication found iio My
Unknown Warrior “Boy, Dear, | am so happy. | have found you at I&%}”

Woolf's novel certainly echoes the themes of many-p@s writings about
“finders” and “seekers.” She presents a novel basedckardaf hide-and-seek, on the
premise of searching for identity and acknowledging gniefriexpected ways and in
unexpected places. Like other writers who took on thetigmesf how to grieve for the
war dead, she creates a story that uses silence amtalsenark the changing function
of the epitaph in the face of modernity and modern warf&ter epitaphic gestures leave
the reader with the feeling of having adequately mourned Jaitlbut much fanfare.
Celebratory absence and silence shape the text, anchthWoolf's characters grieve
demonstrate the less prominent place of the cemetéweintieth-century imaginations.

As John Kucich explains, “the Victorians made thquedite of mourning and
burial into an elaborate catechism... [They] conscioosdgle death the most important
event of an individual lifetime” (58). Death gave thietdrian middle class an
opportunity to confirm social standing, test good tastd,demonstrate their
understanding of propriety. Dickens understood this, andunial lgrounds and epitaphs
gave middle-class readers the chance to view, yet sepheaihselves from, any
association with improper or offensive burial and commeitnge practices. This was
another means to acquire legitimacy. For Woolf andwvdewriters, proper
memorialization moved away from the cemetery. Mow ook place through other
means, in fragments and glimpses of identity. In nespao the post-war climate, Woolf

writes,
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Mentally the change is marked... Instead of feeling all ddlyat the
whole people, willing or not, were concentrated on glsipoint, one
feels now that the whole bunch has burst asunder awa BHff with the
utmost vigour in different directions. We are once n@ration of
individuals. Diary 217)
For Woolf, mourning took place at different moments and ifilexent directions.” The
literature of the Great War presented grief less angered-into “state,” and more as
something felt sporadically, moment by moment. Epitaphddvocontinue in literature
and culture to express identity and individuality, but Wodifexary reaction to the
damage of war can be seen as a nod to the increaseapugystnalized state of affairs in a
world where the glorification of the individual medtslimit.

We might consider how W.H. Auden’s 1940 poem “The Unknovtiz&h”
demonstrates where deindividuation leads, to an everfeithéit, dictated by the state,
dehumanizes rather than characterizes. Auden’s Hliides to “The Unknown Solider”
and suggests the modern conflict between individualism ambaracy® The
subheading under the poem’s title informs that we are readimgitaph “To JS/07 M
378,” a “Citizen” who has earned “This Marble Monument...did by the State.” The
unnamed Citizen has lived an “ideal” life, according topgbesona:

He was found by the Bureau of Statistics to be

One against whom there was no official complaint,

*8 |t is important to note that Auden also wrote the skalbwn “Epitaph to the Unknown Solider” The
aphoristic, two-line verse poses a terse questionsave your world you asked this man to die: / Would
this man, could he see you now, ask why?” On one haedgdar could assume the poem underscores the
futility of war and the man’s wasted life—that the soldieuld ask why he was asked to make this grave a
sacrifice; on the other hand, one might discern thatdlages’s life was well spent. In the latter reading,

the question posed suggests that the Unknown Soldier wowgd In@ve questioned his assigned duty.
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And all the reports on his conduct agree

That, in the modern sense... he was a saint,

For in everything he did he served the Greater Community

Except for the War till the day he retired

He worked in a factory and never got fired. (1-7)
Auden’s satire of standardization presents the losteotity and the decline of the
individual in a world shaped by “Bureaus,” “War,” and “the &es Community” where
anonymity is both honorable and worthless. The poemngdhe reader, “When there
was war, he went” (24) and echoes the loss of theithdhl identities of thousands of
soldiers, combatants who entered the Great Wardasdnals but congregated into an
army and lost their individuality. In Auden’s poem, absem@monymity, and silence are
taken to excess, and the piece ends by asking the reade:itlad Citizen, “Was he free?
Was he happy? The question is absurd: / Had anything beeg,wrershould certainly
have heard” (28-9). Auden’s poem, like the Unknown Soldteibsite, and like so many
of the writings inspired by the First World War, wodsan anti-epitaph, an acceptance

of necessary and absolute anonymity at the expensdiatimality.
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