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Military hospitals in Britain during the First World War cultivated a variety of activities that pro-
moted healing for soldiers, of which music was central. This music was documented by soldiers in
hospital-sponsored magazines such as The Hydra at Craiglockhart, an officers’ hospital in
Edinburgh that specialized in treatment of shell shock. There, this article argues, music and
sound were associated with a curative physicality and sensoriality, revealing the aural and tactile
to be aligned within the ideology of the magazine and trauma therapies prescribed.

Music’s role in trauma narratives in The Hydra reflects the two approaches to shell shock
treatment at the hospital. First, reviews identified weekly musical entertainments, which included
singing, playing instruments and listening, as part Captain Arthur Brock’s ‘cure by functioning’
regime. Second, narratives in literary contents that reference music in depicting memory and
dreams reflect the Freudian psychotherapy used by Dr W. H. R. Rivers, a narrativizing process
that I connect to the concept of ‘testimony’ in trauma studies. While the two approaches and
their use of music are tied to social class, in both – as I show in drawing upon theories of Jean-
Martin Charcot, Pierre Janet and Bessel van der Kolk – music is therapeutic because it is visceral
– its curative properties lie in its ability to ultimately move the body and mind. Finally, drawing
upon theories of cultural trauma by Jeffrey Alexander, this article posits that these narratives
evince a self-fashioning of this shell-shocked community that has over time (amplified by the leg-
acies of the hospital’s most famous patients, Wilfred Owen and Siegfried Sassoon) become central
to the dominant British cultural memory of the war. This article establishes music’s role in narra-
tives about trauma in First World War Britain, illuminating music’s place in testimonies about
not only hospital life and community formation, but also alienation, trauma and recovery; memory
and mourning; and sacrifice and resilience.

In the autumn of 2018, during the centenary of the Armistice of the First World
War, those attuned to the television in Britain witnessed a host of programmes
and ceremonies related to commemorating the war. Pervasive were upbeat, patri-
otic numbers like ‘It’s a LongWay to Tipperary’, as well as selections deemed com-
memorative such as ‘Nimrod’ and ‘The Last Post’, as seen in the replay of the 2005
BBC series The Last Tommies and during the Festival of Remembrance at the Royal
Albert Hall and Remembrance Sunday service at the Cenotaph. A project that I
mentored in February 2018 focused on the First World War, curated by Trinity
Laban students as part of their CoLab Performance Week, incidentally, also fea-
tured many of these same titles. After performing the programme at the local
Age Exchange, my students and I were surprised at how visibly moved audience

Nineteenth-Century Music Review, 20 (2023), pp 153–184 © The Author(s), 2022. Published by
Cambridge University Press
doi:10.1017/S1479409821000288
First published online 7 February 2022

https://doi.org/10.1017/S1479409821000288 Published online by Cambridge University Press

https://orcid.org/0000-0003-2197-0666
mailto:M.Meinhart@trinitylaban.ac.uk
https://doi.org/10.1017/S1479409821000288
http://crossmark.crossref.org/dialog?doi=https://doi.org/10.1017/S1479409821000288&domain=pdf
https://doi.org/10.1017/S1479409821000288


members (mostly pensioners) were in hearing these musical selections. Such pro-
grammes demonstrate how music has been interpolated into the dominant narra-
tives and cultural memory of the war, and that within the cultural memory of the
war’s traumatic effects, there is a clear canon of music. While I consider these
British national narratives about World War I more thoroughly towards the end
of the article and in the context of a sociological model of cultural trauma, I first
use historical and psychological models of trauma to consider how we might
understandmusic in relation to awar for which therewas not yet cultural memory,
during a time when concepts of ‘trauma’ were in their infancy.

Particularly rife places in which to unearth the foundations of such nationalistic
legacies of the intersections betweenmusic and trauma are spaces in which healing
took place during the war, within what Jeffrey Reznick has aptly termed ‘cultures
of care’.1 Military hospitals cultivated a variety of activities that promoted healing
for soldiers, to which music was central. But beyond this physical participation in
music, people further embedded music into the contexts, spaces and therapeutic
ethos of care. Both fighting men and civilians used music to elucidate memory
that was unspeakable, and they drew upon musical language to describe their
traumatic experiences in a time in which terms such as ‘PTSD’, ‘psychotherapy’
and ‘music therapy’ did not yet exist.

Craiglockhart, an officers’ hospital in Edinburgh that specialized in treatment of
shell shock during the First World War, offers a space in which to interrogate rich
intersections between trauma and music. As an innovative facility attuned to the
latest developments in psychiatry from the Continent, it was nearly alone
among British hospitals (war or civilian) in cultivating analysis and treatment of
traumatized patients. It was a place seminal in ‘the discovery of traumatic mem-
ory’, a discovery that Allan Young notes is a defining feature of the modern era,
and of our understanding of modern notions of PTSD.2 Investigating music’s cen-
tral role in the cultural and therapeutic life at Craiglockhart enables the develop-
ment of new paths for understanding relationships between music and trauma
historically, particularly because the First World War took place prior to and
was influential in the foundation of music therapy as a discipline.

The role of music within the culture of shell shock treatment at Craiglockhart
appears most explicitly in the hospital-sponsored magazine The Hydra: The
Journal of the CraiglockhartWarHospital.3 The first series of The Hydra ran bi-monthly

1 Jeffery Reznick, Healing the Nation: Soldiers and the Culture of Caregiving in Britain
During the Great War (Manchester: Manchester University Press). In Reznick’s formulation,
cultures of care consist of military hospitals and convalescent homes, but in my monograph
Music, Healing and Memory in the English Country House, 1914–1919, I extend this framework
to include some country houses that were not hospitals.

2 Allan Young, The Harmony of Illusions: Inventing Post-Traumatic Stress Disorder
(Princeton: Princeton University Press, 1995): 4.

3 Costing sixpence, the magazine was printed by H.&J. Pillans & Wilson in Edinburgh,
and it was sold at the hospital and at local newsstands, as well as by subscription. As with all
of the hospital magazines (and soldier’s press in general), patients often sent copies to family
members throughout Britain and beyond and continued to subscribe after being discharged.
For example, it is clear from Wilfred Owen’s letters to his mother while he was a patient at
Craiglockhart that she subscribed to and read The Hydra, for he often references and elabo-
rates on material from it, assuming she had read the latest issue. See for example, Wilfred
Owen to Susan Owen, 2 September 1917, Wilfred Owen Collected Letters, eds. Harold Owen
and John Bell (London and New York: Oxford University Press, 1967): 490. For discussion
of the large, global circulation of the soldier’s press, see Amanda Laugesen, ‘Australian
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from April 1917 to September 1917 with a cover featuring a photograph of the
building and grounds (Fig. 1). The second series ran monthly from November
1917 until July 1918, with a new cover that featured shell shock explicitly
(addressed below). British military hospitals commonly fostered in-house maga-
zines, which, as Reznick writes, ‘open a window on to the soldier’s multifaceted
experience of recovery’.4 But the prominent role of music in these magazines,
including in The Hydra, has not yet received scholarly attention.5 In addition to hos-
pital news and editorials, these magazines (sometimes called gazettes) contain
witty and comical reviews of musical entertainments, chronicling a rich musical
life. Soldier patients penned nearly all of the content in these magazines. In the
case of the general hospitals treating non-ranking soldiers, authors were working-
class and lower middle-class men from the British Isles and white men from
dominion countries (namely Canada, Australia, New Zealand and South
Africa).6 But in the case of The Hydra, the authors were army officers – men from
the upper classes in Britain. Writers for the magazine included both Siegfried
Sassoon and Wilfred Owen, who edited The Hydra briefly. The magazine and
Craiglockhart are known today largely because of these two famous war poets;7

indeed their voices will echo throughout what follows. Thus, thanks to these
two famous literary patients, in addition to its innovative treatment,
Craiglockhart has maintained a place in the British cultural imagination and in
popular understandings of shell shock and soldiers of the First World War.

Unlike magazines from general hospitals, The Hydra illuminates an innovative
shell shock treatment culture that was central to establishing modern notions of
traumatic memory. As J. Martin Daughtry has shown in his research on sound
and trauma related to the Iraq War, ephemeral material (of the sort found in
The Hydra, such as poems, stories and concert reviews), although seemingly of
‘marginal significance’, can help us uncover fundamental truths that ‘straight,
dry, unreflexive clinical accounts of the principal events and actors’ cannot.8

Recognizing the ways in which these officers represented their treatments, care
environments and traumatic neuroses is important because, as Jay Winter writes,

Soldiers and theWorld of Print’, in Publishing in the FirstWorldWar: Essays in Book History, ed.
Mary Hammond and Shafquat Towheed (London: Palgrave Macmillan, 2007): 106; and
Graham Seal, in The Soldiers’ Press: Trench Journals in the First World War (New York:
Palgrave Macmillan, 2013): 22.

4 Reznick, Healing the Nation, 65. Examples of hospital magazines are the First Eastern
General Hospital Gazette (Cambridge), The Worsley Wail: Being the Unofficial Chronicle of the
Worsley Red Cross Hospital, Lancashire (Manchester), and The Ration: The Magazine of the
Reading War Hospitals. For a larger discussion of such hospital magazines and how they
fall within the larger soldier’s press during the war, see Seal, The Soldier’s Press.

5 Reznick,Healing the Nation, 65. An exception is my ‘TommyMusic Critics, an Unlikely
Community, and The Longleat Lyre during World War I’, in Over Here, Over There:
Transatlantic Conversations on the Music of World War I, ed. Christina Bashford, William
Brooks and Gayle Sherwood Magee (Urbana: University of Illinois Press, 2019): 127–48.

6 A main reason only white soldiers wrote for these magazines was that soldiers of col-
our from dominion countries were housed and treated separately. For example, the Royal
Pavilion in Brighton was a hospital for Indian soldiers during the war.

7 For example, Sassoon’s and Owen’s time at Craiglockhart is the subject of Pat Barker’s
1991–1995 Booker Prize winning Regeneration Trilogy. A film adaptation of the novel fol-
lowed in 1997.

8 J. Martin Daughtry, Listening to War: Sound, Music, Trauma and Survival in Wartime Iraq
(Oxford: Oxford University Press, 2015): 24.
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Fig. 1 Cover of The Hydra, 1st series, no. 1, 28 April 1917, Craiglockhart, Edinburgh,
Scotland, The First World War Poetry Digital Archive, The Wilfred Owen
Archive, The English Faculty Library, University of Oxford
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they have ‘come to symbolize traumatic injury and traumatic memory throughout
the twentieth century’.9 Thus, the storytelling of soldiers, as we will see in the case
of The Hydra, is important for not only understanding individuals’ trauma, but
also, as Winter suggests, for establishing how their conceptions of traumatic mem-
ory defined notions of trauma in both that historical moment and in the violent
century that would follow. Young contends that PTSD is a ‘historical product’,
‘glued together by the practices, technologies, and narratives with which it is diag-
nosed, studied, treated and represented, and by the various interests, institutions
and moral arguments that mobilized these efforts and resources’.10 This formula-
tion is particularly useful for understanding how individuals’ narratives in The
Hydra relate to larger societal narratives about trauma in the twentieth century.

In what follows I examine music within two contexts in The Hydra: 1) narra-
tives about music performed in hospitals, mainly in the form of reviews, and
2) narratives in literary contents that make use of music in depicting memory
and dreams. These two narrative tropes align with the two approaches to shell
shock treatment employed at the hospital: Captain Dr Arthur Brock’s ‘cure by
functioning’ andDrW.H. R. Rivers’s Freudian-based psychotherapeutic practice
in which patients explored and discussed, rather than repressed, dreams
and traumatic memories, a narrativizing process that I connect to the concept
of ‘testimony’ in trauma studies. The sound worlds of these treatment regimes
illuminate a soundscape of neurasthenia and its treatment.11 But while the
‘cure by functioning’ and psychoanalytic treatments’ uses of music were differ-
ent, both draw upon music’s viscerality; music’s curative properties lay in its
ability to ultimately move the body and mind. Thus, I establish recognition at
Craiglockhart of music’s role in what Young has deemed an ‘intersection of
two streams of scientific inquiry: somatic and psychological’ that characterized
turn-of-the-century understandings of trauma and approaches to treating it.12

The Hydra therefore acts as witness to contemporary ideas about trauma and to
how the soldiers conceptualized their individual traumas and its treatments,
albeit in the subtle, stoic and socially acceptable ways for men of the British
upper classes. However, I also posit that music recounted in The Hydra’s pages
helped to foster a community defined not just by shared space, but also by shared
neurasthenia diagnoses and feelings of ostracization – communal trauma that
bound them together and had its own language.

Overall, the narratives in The Hydra – of shell shock, of an idealized pre-war past,
of loneliness and alienation on the home front and even of jolly musical entertain-
ments – evince a self-fashioning of this shell-shocked community that has over

9 Jay Winter, Remembering War: The Great War Between Memory and History in the
Twentieth Century (New Haven: Yale University Press, 2006): 52.

10 Young, The Harmony of Illusions, 5–6. Peter Leese also points to the social-
constructedness of shell shock. See Peter Leese, Shell Shock: Traumatic Neurosis and the
British Soldiers of the First World War (Basingstoke: Palgrave Macmillan, 2002): 10.

11 Here I use R. Murray Schafer’s conception of ‘soundscape’, in that it can be ‘any acous-
tic field of study’, including a ‘musical composition’, a ‘radio program’, or an acoustic envi-
ronment’ but, unlike in studying landscape, studying a soundscape can only enable us to
‘sample details’. It ‘gives the close-up but nothing corresponding to aerial photography’.
Schafer, The Soundscape: Our Sonic Environment and the Tuning of the World (Rochester:
Destiny Books, 1994): 7.

12 Young is not talking about Craiglockhart specifically. See Young, The Harmony of
Illusions, 13.
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time (amplified by the posthumous legacies of Owen and Sassoon) become central
to the dominant British cultural memory of thewar. Here I establish music’s role in
narratives about trauma in First World War Britain, illuminating how shell-
shocked officers employed music in testimonies about not only hospital life and
community formation, but also loss and recovery,memory andmourning, and sac-
rifice and resilience. In so doing, I recognize for the first time that music was inte-
gral to this place, its identity and the way it was portrayed in the media, and, in
turn, to today’s cultural memory of the war.

‘Shell Shock’, War Hospitals and Cultures of Care

Craiglockhart was one of six hospitals established by the War Office for shell-
shocked, or more specifically, for neurasthenic officers.13 Set up in a former hydro-
pathic clinic, just outside of Edinburgh in a rambling country house, the hospital
opened in October 1916 at the height of reported shell shock cases, following the
Battle of the Somme.14 The first few months of the hospital’s existence were unset-
tled due to the ArmyMedical Services’ local director’s preference for strict military
management and belief that shell shock did not exist, as well as the dismissal of the
first commandant for mistreatment of patients.15 But in 1917, the arrivals of
William H. Bryce and Rivers fromMaghull hospital in Liverpool led to a more sta-
ble, sympathetic environment and treatment regime.

Rivers and Brock, unlikemost other RAMCdoctors, were interested in continen-
tal developments in psychiatry. Unusually, the RAMC gave them free reign and
time to explore individualized, psychologically based treatments that were unwel-
come or impossible at larger hospitals.16 As Young elucidates, Craiglockhart’s
‘sunny rooms and therapeutic conversations were aworld apart from the electrical

13 Conceptions, classifications, diagnoses and treatments of shell shock in Britain
depended by and large on the patient’s social class. While the RAMC doctors often deemed
non-ranking privates as ‘hysterical’, they diagnosed officers as ‘neurasthenic’. As Leese
writes, ‘for many in the lower ranks it [shell shock] was a form of war-induced madness
that led to the asylum, for officers it was seen more as a semi-legitimate war injury that
might lead, often with genuine reluctance, to a safe haven away from the front line’.
Leese, Shell Shock, 39. For further discussion of class-based diagnoses of shell shock in
Britain, see Ben Shephard, A War of Nerves: Soldiers and Psychiatrists in the Twentieth
Century (London: Jonathan Cape, 2000): 57–8. It should be acknowledged, though, that
even at Craiglockhart, medical bias against psychological disorders existed. Based on his
study of Craiglockhart’s admission and discharge records – some of the hospitals’ few med-
ical records that survive – Thomas Webb notes that while the register compilers at the hos-
pital entered neurasthenia ‘almost routinely in the logbooks’, neurasthenia is always listed
subordinately to ‘any physical complaint’ the patient had made, ‘however apparently insig-
nificant’. ‘“Migraine”, “glycousuira”, “gas poisoning”, “compound fracture of toe”, and
even “haemarrhoids” [were] not obvious reasons to be sent to a shell-shock hospital and
surely reflect an unwillingness to ascribe sick leave to a psychological factor’. Thomas
E. F. Webb, ‘“Dottyville” – Craiglockhart War Hospital and Shell Shock Treatment in the
First World War’, Journal of the Royal Society of Medicine 99 (July 2006): 344.

14 Today the Craiglockhart building is part of Edinburgh Napier University.
15 Leese, Shell Shock, 104–5. See Shephard, AWar of Nerves for a detailed history on the

establishment of the term shell shock and changing views of it during the war.
16 The RAMC’s main approach to treating shell shock cases in the general hospitals was

the ‘disciplinary’, ‘moral’ or ‘quick cure’. Leed, No Man’s Land: Combat and Identity in World
War I (Cambridge: Cambridge University Press, 1979): 170–73. As Leese explains, it was not
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room at the National Hospital’.17 Craiglockhart was successful in part because it
dealt with only 1,560 officers between October 1916 and February 1919. It was
not just a clearing hospital with the aim of returning men to the front quickly, as
was the case at other hospitals; rather, its doctors’ goals were to heal patients –
to return them to their individual lives so that they could be not only functional
and engaged in their present environments, but also healed emotionally.18 But
while both Brock and Rivers focused on individuals’ psychological care, the two
men’s approaches to treatment differed in substantial ways.

Brock advocated ‘activity’ for his patients – a ‘cure by functioning’ treatment or
‘ergotherapy’, to use his terms. He believed the cause of neurasthenia was when
the patient’s ‘experience of one kind of environment has been so terrific that he is
inclined to evade for the future anything savouring of the “environmental” at
all’.19 As a result, patients became marooned in the present moment and discon-
nected from his past and future. What could bring ‘people who have been blown
up and buried’, feeling ‘more dead than alive’, ‘to get fully alive again’, was purpose-
ful activity. His role as the doctor was to help patients ‘find … their job’ – ‘guiding
them to it, keeping them at it and only relinquishing them finally when their interests
are sufficiently awakened to ensure that they will now “carry on” of themselves’.20

Central within Brock’s ideas was physicality. Ergotheraphy was about doing things,
and Brock was known for dragging patients up out of bed early for brisk walks,
encouraging them to participate in the hospital’s many sports and clubs and recom-
mending cold baths and swims.21 Restoration of patients’ ‘complete mental and
moral health’ depended upon not only full participation in the cultural life and activ-
ities of Craiglockhart, but also involvement in a ‘suitablemilieu’. InThe Hydra, inMay
1918, he called for patients ‘to take our place as active citizens in the town, the larger
community of Edinburgh’ – ‘to face boldly our civic environment… to do each of us
his ownwork in his ownway, but to relate it, as far as possible, to the life-work of the
region’.22

Brock’s re-education and discipline through physicality were manifested
through music, as well as through a number of other activities that were included

specialized or psychological care, nor in them was shell shock (for much of the war) consid-
ered to be a genuine disease of war. Leese, Shell Shock, 35.

17 Young,Harmony of Illusions, 71. The treatments in these general hospitals included hot
baths, rest, cheerful surroundings, sodium bromide, massages, and also more unpleasant
and painful aspects, such as electric shock therapy and commands being shouted at patients,
isolation and a restricted diet.

18 Besides Craiglockhart, another exception was at Maghull Hospital in Liverpool. As
Leese writes, Maghull was a shell shock hospital for other ranks and emphasized in its treat-
ment ‘re-education, persuasion and careful attention to the individual. The idea of the “ther-
apeutic acts of kindness” towards the lower ranks, for example, is almost unimaginable
anywhere else in the military medical treatment system.’ Leese, Shell Shock, 89.

19 Brock, ‘The Re-education of the Adult: The Neurasthenic in War and Peace’,
Sociological Review 10 (1918): 40.

20 Brock, ‘Re-education’; Notes on Craiglockhart Staff, Sassoon papers, Imperial War
Museum, London.

21 Shephard, War of Nerves, 92.
22 Brock, ‘Evolving Edinburgh’, The Hydra, 2nd series, no. 7, May 1918, 6. Indeed, the

patients did venture into Edinburgh and the surrounding area frequently, attending the the-
atre and concerts; dining, hiking and shopping; and socializingwith locals.Manywere intro-
duced to Edinburgh families through mutual acquaintances, making close friends and even
girlfriends in the community.
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in the ‘cure by functioning’ regime. Music was part of a whole host of ordering
activities and ‘brisk amusements’ encouraged during the day to keep the hospital,
in the words of Sassoon, ‘elaborately cheerful’.23 The Hydra promoted these activ-
ities as therapeutic at a variety of levels –more broadly in general news columns –
and more specifically in reports connected with various clubs’ weekly activities,
such as in an article about the Badminton Club’s admonishment to ‘let the shuttle
continue to weave health and strength into our tired muscles’.24 Brock even con-
ceptualized writing as physical.25 Owen, Brock’s patient, very much embraced
and benefited from Brock’s method, not only through the activities of writing
and editing – he edited The Hydra for a time – but also through his involvement
with a number of the hospital’s clubs and the relationships he formed with people
in the Edinburgh community.

The Hydra explicitly links activities of the cure-by-functioning treatment with
fighting the mythical creature of the Hydra. Indeed, the community at
Craiglockhart understood the mythical many-headed beast as emblematic of
the many heads of neurasthenia symptoms; when one head is lopped off (or
one symptom treated), another pops up in its place.26 The magazine’s cover
after November 1917, the start of the second series, reflects this idea, picturing
a shell shock victim blasted up towards the Craiglockhart building and grounds.
High above a barren battlefield in a cloud of smoke, the soldier struggles with
the Hydra beast. The illustration also suggests that this battle is happening in
the victim’s head: two nurses stand on either side of him, with their feet on
the ground, but they are exaggeratedly tall, looking up to the patient as he battles
the Hydra (see Fig. 2.)

Individual articles in The Hydra also probe this metaphor of the Hydra beast,
suggesting that each activity within the ‘cure by functioning’ regime was a
means of cutting off a head or alleviating a symptom. For example, one anony-
mous patient writes he had ‘been asked to crush one of the heads of the Hydro
[sic] with some stories’.27 Music was part of these activities, while music’s abilities
to aid shell-shocked soldiers in battle – both real and psychological – was also a
trope in literary writings in the magazine, as I will discuss below.

While Brock focused on the physical, Rivers emphasized the psychological
in his treatment philosophy. His approach was Freudian in conception – both in
his interrogation of the unconscious and repressed traumatic memories, and in
his encouragement of his neurasthenic patients not only to explore their memories

23 Sassoon, Sherston’s Progress, in The Complete Memoirs of George Sherston (London: Faber
and Faber, 1937; 1972): 522.

24 See for example, ‘General’ in ‘Notes and News: Craiglockhart War Hospital Officers’
Club’, The Hydra, 2nd series, no. 1, November 1917, 17; and ‘Badminton’, The Hydra, 1st
series, no. 2, 12 May 1917, 9.

25 Meredith Martin, ‘Therapeutic Measures: The Hydra and Wilfred Owen at
Craiglockhart War Hospital’, Modernism/ Modernity 14/1 (2007): 35–54.

26 Cat Schaupp, ‘The Hydra: An Enthralling Record of Life at Craiglockhart War
Hospital’, Presented at First World War: Past, Present, Future Conference, First World War
Network, Edinburgh Napier University, Craiglockhart campus, 28 June 2019.

27 ‘The Patchwork Quilt’, The Hydra, 1st series, no. 4, 9 June 1917, 9. The Hydra expands
upon this analogy of fighting the Hydra with the cure-by-functioning approach to larger
Greek mythology, linking the neurasthenic patient to Antaeus on a number of occasions.
In other instances, the hydra beast is Craiglockhart itself, with the heads representing the
many officers who come and go.
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and dreams, but also to share their thoughts about these openly in talk therapy ses-
sions. Eric Leed, in his seminal study of shell shock, labels this treatment regime the
‘analytic cure’ or ‘talking cure’28. Rivers was one of the first doctors to understand

Fig. 2 Cover of The Hydra, 2nd series, no. 1, November 1917, Craiglockhart, Edinburgh,
Scotland, The First World War Poetry Digital Archive, The Wilfred Owen
Archive, The English Faculty Library, University of Oxford

28 Leed,NoMan’s Land. The term ‘talking cure’ of course emerged with Freud and Breur.
Others writing on shell shock since Leed, such as Elaine Showalter, Leese and Young, have
adopted this terminology. See Showalter, The Female Malady: Women, Madness, and English
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shell shock as related to traumatic memory, rather than the more common view
early in thewar that shell shock was a result of the physical bombardment of shells
that ‘shocked’ the nervous system.29

Unlike Freud, who emphasized the unconscious’s part in creating traumatic
symptoms, Rivers located the repression of traumatic memory within the con-
scious mind; the patient repressed memories willingly because he found them dis-
tressful.30 According to Young, Rivers believed that

in most cases, it is not the traumatic memory that produces the physical and emo-
tional symptoms of the war neuroses (anxiety disorder) but rather the reverse: the
symptoms … account for the memory. … His point is that the recalled memory is
usually not the effective cause of the syndrome but the patient’s way of explaining
it.31

Repressing traumatic memories because they were upsetting was counterthera-
peutic, Rivers argued. Rather,

we should lead the patient to resolutely face the situation provided by his painful
experience. We should point out to him that such experience … can never be thrust
wholly out of his life. … His experience should be talked over in all its bearings. Its
good side should be emphasised, for it is characteristic of the painful experience of
warfare that it usually has a good or even a noble side, which in his condition of mis-
ery the patient does not see at all, or greatly underestimates.32

Like Freud, Rivers also found answers in dreams, but in the case of his neuras-
thenic patients, he argued against Freud’s idea that dreams are wish fulfilments;
rather, for Rivers, they ‘function to perpetuate [a] high level of anxiety’.33 He stud-
ied patients’ accounts of repetitive nightmares, noting closely when they became
less frequent, and how and when patients had them. Moreover, he noted how nar-
ration of traumatic experience changed over time, particularly when narration
started to become more positive in tone, which he believed indicated a patient’s
improvement. Like Owen with Brock, Sassoon formed a close friendship with
Rivers and openly acknowledged the supreme care he felt he had received from
him.34

Culture, 1830–1980 (London: Virago, 1987); Leese, Shell Shock and Young, Harmony of
Illusions.

29 For detailed histories on the changing views of the causes of shell shock during the
war, see Leese, Shell Shock; Shephard, A War of Nerves; and Fiona Reid Broken Men: Shell
Shock, Treatment and Recovery in Britain, 1914–30 (London: Bloomsbury, 2010). Rivers, like
the majority of RAMC doctors, distinguished between hysteria and neurasthenia along
class lines. See Young, Harmony of Illusions, 64–5; Reid, Broken Men, 16–23.

30 Rivers followed Freud’s ideas up through 1914, and Freud did eventually revise his
theories (somewhat) based on soldiers’ accounts and studies of war neuroses during the
war. He himself did not treat afflicted soldiers, but he closely followed the work of doctors
who were. For more on Freud’s ideas about First World War traumatic neuroses in soldiers,
see Young, Harmony of Illusions, 78–81.

31 Young, Harmony of Illusions, 83.
32 Rivers, Psychology of the Unconscious (London: Cambridge University Press, 1920): 167.
33 Young, Harmony of Illusions, 77.
34 Sassoon’s descriptions of Rivers in letters and in Sherston’s Progress are highly favour-

able and admirable; he even refers to Rivers as his saviour. The two remained lifelong
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At Craiglockhart, while patients may have been assigned to either Brock or
Rivers, the general therapeutic routine of the hospital encouraged both approaches
simultaneously. Rivers’s patients participated in many activities available at the
hospital because of Brock’s ideas. And Brock’s patients, while busy with their var-
ious activities, also probed and narrated their memories, both in talk therapy ses-
sions with Rivers and in written form. In reality, the two approaches fit together
well, and by all accounts, did so successfully. As Maureen Huws, daughter of
John Burns, who was treated at Craiglockhart in 1917 by Rivers, recalled in an
oral interview:

My father adored Craiglockhart – the tennis and the garden and the friends… I think
the care he received.… I don’t see that they could have done more.… Craiglockhart
was his salvation. … They took the most wonderful care of him… considering the
treatment for neurasthenia and shell shock were in their infancy. I know the results
my father got in living with him (I was not born until 1923). … Craiglockhart was a
household word… starting with my birth, I was used to hearing about it, you see it
was his salvation, mother thought it was absolutely wonderful. … She was so
impressed and thankful . … They were all tremendous.35

Notably, Huws also notes her father’s musical abilities on the piano, fiddle and
drums, exclaiming, ‘I’m sure while he was here at Craiglockhart, he would’ve
played, he would’ve entertained’. Music is therefore a lens through which we
can see Brock’s and Rivers’s contemporary ideas about trauma and recovery inter-
act and play out, particularly via somatic and psychological representations of
music in The Hydra’s narratives.

The Hydra as Witness: ‘Orgies of Amusement’ and the Soundscape of
‘Functioning’ at Craiglockhart

Brisk amusements were encouraged, entertainments
were got up, and serious cases were seldom sent downstairs.

Sassoon, Sherston’s Progress36

As Sassoon described later of ‘SlatefordWar Hospital’, the pseudonym he used for
Craiglockhart in his memoirs, ‘entertainments’ were a regular part of life at the
famousmilitary hospital. Every issue of The Hydra presents reviews ofmusical per-
formances, which appeared most often in the recurring column ‘Concerts’. But as
Sassoon suggests, music at Craiglockhart was more than just distraction and

friends, continuing to correspond after they had both left Craiglockhart, and it is clear
Sassoon was interested in Rivers’s ideas about shell shock, avidly reading and commenting
on the latter’s publications as they appeared. Sassoon’s poem ‘Repression ofWar Experience’
is a nod to Rivers’s ‘An Address on the Repression of War Experience’ in The Lancet in
February 1918. The question of whether Sassoon was neurasthenic is debatable, and
Rivers never diagnosed him as such. Rather, Graves had pulled strings to get Sassoon sent
to Craiglockhart to avoid court tribunal for denouncing the war publicly in writing
(which caused quite a scandal in the press). Nevertheless, we owe a lot of what we know
about the hospital and its treatment regime and atmosphere to him and Wilfrid Owen.

35 MaureenHuws, ‘Oral History’, CatalogueNo. 20684, ImperialWarMuseum, London.
My transcription of the interview.

36 Sassoon, Sherston’s Progress, 522.
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entertainment; it helped the most ‘serious cases’ to avoid ‘being sent downstairs’,
where those who were most ill were treated, and thus it was linked to patients’
recovery.

The writers of the ‘Concerts’ columns, who declared their authorship through
pennames, documented myriad musical performances, including the repertoire
played and those involved.37 A main focus throughout The Hydra’s two series
runswas onCraiglockhart’s in-house orchestra. The orchestra usually played several
times during each concert, with solos, duets, recitations and sometimes dramatic
skits in between. Lauded from the first issue of The Hydra, ‘the orchestral selections
and accompaniments form one of the most delightful parts of our weekly entertain-
ments’.38 That Craiglockhart’s orchestra comprised soldiers, staff and people from
the communitywas unusual forwar hospitals. It wasmost likely not a full orchestra,
and the columns only hint at what instruments were included. For example, on one
occasion an author notes that the addition of woodwinds had been welcome.39

Women were especially active in the planning and performances.40 The Hydramen-
tions the musical contributions of a ‘Miss Ella Moore Grieve’ on a number of occa-
sions. Described as the hospital’s pianist, she also played violin, and seems to have
been central to the hospital’s musical life.41 Besides the patients and hospital staff,
civilians from the community attended the weekly Saturday evening concerts; for
example, the second issue ofTheHydra notes that ‘many ladieswere among the audi-
ence, a fact that rejoiced our hearts’.42

37 Editorial Preface to ‘Concerts’, The Hydra, 1st series, no. 2, 12 May 1917, 15. Of
‘Peas-Blossom’, the magazine’s first editor wrote, ‘we are fortunate in having procured, at
great cost, the services of such a clever critic. We hope you will like his breezy style, and
that his expert views will meet with approval’. During his editorship of the magazine,
Owen expressed frustration with ‘Peas-Blossom’ for innuendo made in the column which
insulted a guest performer, which he did not have time to read and edit out because
Peas-Blossom ‘handed [the column] to me just as I was dashing away “to Press”. . . [and]
thus I learn[ed] the awful finality of a corrected proof’. See Wilfred Owen to Susan Owen,
3 August 1917, in Wilfred Owen Collected Letters, 480.

38 Peas-Blossom, ‘Concerts’, The Hydra, 1st series, no. 1, 28 April 1917, 12. The orchestra
had several conductors over the run of The Hydra. During the first series, it is clear that it was
first led by Captain Bates, thenMr Lidbury regularly until June 1917when the latter was sent
back to the war front, then Bates again with Captain Williams substituting at times, then
Williams taking over permanently in July 1917 after Bates left Craiglockhart.

39 ‘Concerts’, The Hydra, 2nd series, no. 2, December 1917, 20.
40 It seems therewas awhole group of Edinburgh ladieswho interested themselves in the

rehabilitation of Brock’s patients. Owen referred to them as ‘Dr Brock’s ladies’.WilfredOwen
to Susan Owen, [no day] July 1917, in Wilfred Owen Collected Letters, 476.

41 For example, in addition to a violin solo played by Grieve, the 28 April 1917 entertain-
ment also included songs by a ‘Miss Scott’ and a ‘Miss Thompson’. The same review also
mentions that though Grieve has ‘left Hospital work’, indicating she must have been a on
the nursing staff at Craiglockhart up until recently, significantly, she continued to come
back to lead and play music – making her ‘still one of us regards the Concerts’.
Peas-Blossom, ‘Concerts’, The Hydra, 1st series, no. 2, 12 May 1917, 15. Unfortunately, at
time of writing I have not yet found any more information about Ella Moore Grieve, or
any of the other women mentioned in the ‘Concerts’ columns, although the role of
women in organizing and leading entertainments for wounded and traumatized men
throughout Britain, is of great interest to me. See my ‘Music, Work and the First World
War “Angel in the House”’, in A Great Divide? Music, Britain and the First World War, ed.
Michelle Meinhart (Abingdon: Routledge, forthcoming).

42 ‘Peas-Blossom’, ‘Concerts’, The Hydra, 1st series, no. 2, 12 May 1917, 15.
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Comparison of The Hydrawith other British hospital magazines reveals that the
musical world created for officers was different than that which existed for non-
ranking soldiers. This split also aligns with contemporary discussions in the
press and within YMCA discourse about the best and most effective music for sol-
diers, a debate that centred onwhether popular music or classical music was better
for rank-and-file soldiers, the former giving them better enjoyment, with the latter
leading to moral uplift.43 However, the repertoire and musical practices at
Craiglockhart were more varied than in other hospitals. Revue music was per-
formed at Craiglockhart in ways similar to its appearance in general hospitals,
but The Hydra’s authors make minimal reference to ragtime, sing-along choruses
or patriotic and religious songs – all of which made up the majority of repertoire
at other hospitals. Instead, the entertainments featured much more classical
music, and professional singers were brought in occasionally.44

Within The Hydra there is a clear bias in favour of classical and older music and
against somepopularmusic of the day. The 18August 1917 column states it is a relief
to hear classical music rather than revue music; hearing the orchestra play ‘Chant
sans Paroles’, ‘Il Trovatore’ and ‘Ballet Egyptien’ recently were ‘a blessed awakening
from the syncope inwhichmodernmusic is snoring to death’.45 Some columns even
satirise the perceived banality of popular songs. For example, ‘An Open Letter to
Sonia Worst’ strings together a series of titles from popular songs, poking fun at
all the clichés.46 Concerts also included early music, such as ‘Bois Epais’ and
‘some other mediaeval songs’ at Bowhill on 4 August 1917.47 The Hydra reviewers
prefer earlymusic tomodern popularmusic, even commenting on the performances
through adapting verse contemporary to the music performed. For example, the
critic ‘Mustard Seed’, in response to the recent ‘Henry VIII dances and similar fine
music – conducted, as usual, by Capt. Williams, and led, as usual, by Miss
Grieve’ – ‘crib[bed] a mis-quotation from “Twelfth Night”’:48

43 For a discussion of this debate as played out among critics and the national press, see
Jane Angell, ‘Art Music in British Public Discourse During the First World War’ (PhD diss.,
Royal Holloway University of London, 2013), 47–95; and Glenn Watkins, Proof Through the
Night: Music and the Great War (Berkeley: University of California Press, 2003): 33–7. For dis-
cussion of the wartime performer Lena Ashwell’s advocation of classical music (rather than
other kinds of music, like ragtime) for fighting men, see VanessaWilliams, ‘“Near to Reality,
But Not Quite”: Lena Ashwell’s Concerts at the Front’, Women &Music: A Journal of Gender
and Culture 23 (2019): 188–211; 201–6.

44 For example, the 4 August 1917 review records that excerpts from Verdi’s Rigoletto
were performed the previous Saturday. In the December 1917 issue, we learn that ‘Miss
Mabel Mann, the well-known Albert Hall and Queen’s Hall contralto, and Miss Daisy
Wood, whose style is too well known to require comment’ both recently performed, ‘receiv-
ing a double encore’. ‘Concerts’, The Hydra, 2nd series, no. 2, December 1917, 20. The review
also tells us that woodwinds had been added to the orchestra for the 3 November concert,
enabling it ‘to perform such selections as Auber’s “Overture to Masaniello”, Brahms’s
Hungarian Dances and popular music from “The Merry Widow”’.

45 ‘Concerts’, The Hydra, 1st series, no. 9, 18 August 1917, 15. In these columns, ‘modern
music’ does indeed refer to popular, revue music rather than modern art music.

46 Seventy-Seven, ‘AnOpen Letter to SoniaWorst’, TheHydra, 2nd series, no. 9, July 1917,
13–14.

47 ‘Notes from Bowhill: Concerts’, The Hydra, 1st series, no. 9, 18 August 1917, 13. As
‘Bois Epais’ is by Lully, it seems the term ‘medieval’ was used to apply loosely to early
music – or at any rate perceived to be very old.

48 Mustard Seed, ‘Concerts’, The Hydra, 1st series, no. 11, 29 September 1917, 22.
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That old and antique thing we heard last night,
Methought it did relieve our talking much,
More than light airs and recollected terms
Of these most brisk and giddy-paced times.

This clever adaptation of the Twelfth Night passage, besides being historically
appropriate to the music and indicating both a preference for older music and dis-
content with the new popular music, also finds fault with the audience members
talking during these concerts. ‘Mustard Seed’wants quiet, focused listening and an
aesthetic experience rather than music hall gaiety and chatter. The magazine
expresses this desire even more explicitly elsewhere: ‘To the director of our con-
certs, we submit for his consideration, and necessary action, that the noise occa-
sioned by the entrance of the late comers to our concerts is very disturbing to
any music lover. A very beautiful duet given by “Les Bérets Nois”was completely
spoilt for us’.49 This kind of listening was a mid- and late nineteenth-century con-
struction related to classical music cultures and its patrons – specifically, the upper
and upper-middle classes in and beyond Britain.

Indeed, concerts at Craiglockhart took on more ‘seriousness’ and ‘ambitious-
ness’ for its officer patients than the ‘swinging’, ‘ebbing and flowing’ entertain-
ments for the non-ranking soldiers at other hospitals like Longleat.50 This more
‘sophisticated’ music was thought to be not only more appropriate for the class
of these men, but also more appropriate for cultivating the kind of masculinity
associated with a neurasthenia diagnosis. Given the long-held beliefs that
women and hysteria were linked, working-class men, and particularly private sol-
diers suffering from trauma, were largely feminized through assumptions that
they were malingering or hysterical.51 To be neurasthenic implied not just shell
shock, but, more significantly, a kind of refined kind of shell shock. Doctors under-
stood it to be due partly from the strain of being responsible for subordinates in
harsh conditions, thus aligning neurasthenia with upper-class masculinity, stoi-
cism and class superiority.

Even the title of the column – ‘Concerts’ – in The Hydra insinuates this distinction
from music columns in other hospital magazines, which usually used the term
‘Entertainments’. From its very first issue, The Hydra attempted to set itself
apart, proclaiming that while the magazine would accept original contributions
from ‘anyone, whether patients in the hospital or staff’, its aim was to be ‘ambi-
tious’: ‘We want to maintain as high a tone as possible, and may as well state
here that we do not intend to incorporate any of those features which depend
for their interest on rumour and speculation’.52 Thus, from the start, the magazine
implied that its readership and contributors – officers – should be distinguished
from other hospital magazines in terms of both content and tone.While othermag-
azines tended to be comical and gossipy, The Hydra had serious artistic and

49 ‘Editorial’, The Hydra, 2nd series, no. 8, June 1918, 3. ‘Les Bérets Nois’ was a singing
group comprised of eight female students from the College of Art, Edinburgh. They per-
formed numerous times at Craiglockhart concerts.

50 Such language as ‘swing’, ‘ebb’ and ‘flow’ are used in reviews of musical entertain-
ments at Longleat Hospital. See A G. Barrett, “Entertainments”, The Longleat Lyre, 1 March
1918, 15.

51 For discussion of these class-based diagnoses of war-induced trauma, see Leese, Shell
Shock. For more on hysteria’s historical association with women, see Showalter, The Female
Malady.

52 ‘Our Policy’, The Hydra, 1st series, no. 1, 28 April 1917, 5.
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philosophical interests, and frequently alluded to the classics, art and literature.
The first issue of the second series in November 1917 reiterates this desire to be
highbrow, with the editor noting that he ‘hopes to have one article in each issue
dealing with literary, historical, or scientific research’.53

The composition and performance of new musical material for performance
added to the ethos of high culture that The Hydra advocated. The Hydra reports
proudly on premieres of new pieces. For example, the above-mentioned ‘Miss
Ella Moore Grieve’ composed amarch titled ‘The Hydra’ dedicated to the hospital,
which the group ‘Les Bérets Noirs’ performed on a programme with ‘no less than
fifteen [pieces that] were new and unrehearsed, and were specially written for
Craiglockhart War Hospital’.54 Sometimes soldiers and staff added new verses
to pre-existing music, even Rivers did this on one occasion.55 Indeed, this musical
creativity was part of a larger culture of artistic creation at the hospital, from short
stories to poetry, which I will explore in the next section.56

The routine required to prepare for concerts – the daily practice and weekly
orchestra rehearsals needed to play difficult music – can also be understood as a
way to re-order the body and mind. The physical touch and movement required
to play an instrument or bodily engagement to sing fits within Brock’s treatment
philosophy.Moreover, this kind ofmusic necessitated a physicality andmovement
to a degree greater than that played at other hospitals. The Hydra’s documentation
of a conflict in July 1917 over the space, time and priority given for music rehearsal
over badminton – badminton was often ousted from their space three or four times
per week’ for music rehearsals – indicates how regularly the musicians were
rehearsing and how central the act of rehearsing and performing were to the cul-
tural life and healing ethos of Craiglockhart.57

Ideas about the healing benefits of movement were rooted in
turn-of-the-century trauma theories of Pierre Janet and Jean-Martin Charcot that
emphasized the importance of movement and the body more than Freud’s
psyche-oriented conceptions of trauma and healing.58 Observing the importance

53 ‘Arras and Captain Satan’, The Hydra, 2nd series, no. 1, November 1917, 3. This article
was an example of the ‘historical’ kind of article the editor encouraged. Arras is a town in
northern France, and the site of battles in 1914 and 1917. Indeed, many of the
Craiglockhart patients were all too familiar with this place, including Butlin who describes
the experience in letters to his mother, and even more vividly in letters to his father and best
friend, Basil G. Burnett Hall, in April 1917. His experience at Arras resulted in his neurasthe-
nia diagnosis and subsequent three months at Craiglockhart. See Butlin to his mother, 16
April 1917 and Butlin to Basil G. Burnett Hall, 16 April 1917, Private Papers of
J. H. Butlin, Documents 7915, Imperial War Museum, London.

54 ‘Editorial’, The Hydra, 2nd series, no. 8, June 1918, 3. The review of this concert did not
appear in the regular ‘Concerts’ column since it was a special event (not in the usual Saturday
night slot), put on by performers external to the hospital. Tomy knowledge, the score for this
composition does not survive.

55 Peas-Blossom, ‘Concert’, The Hydra, 1st series, no. 1, 28 April 1917, 12.
56 Examples of such literary creations are the short stories ‘Elise’ (8, 4 August 1917, 10–

12), the poems ‘Why Worry’ (8, 4 August 1917, 10), and Sassoon’s ‘Dreamers’ (no. 10, 1
September 1917, 10) and ‘Break ofDay’ (2nd series, no. 2. December 1917, 6), and the ongoing
serial novel in the first series, ‘The Chronicles of a V. O. S. (Very old Subaltern)’.

57 ‘Correspondence’, The Hydra, 1st series, no. 7, 21 July 1917, 15–16.
58 For summary discussion of these turn-of-the-century French theories of hysteria,

trauma and recovery, see Shephard, War of Nerves, Chapter 1 and Jillian C. Rogers,
Resonant Recoveries: French Music and Trauma Between the Wars (New York: Oxford
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of bodily movement facilitated by music, Jillian Rogers demonstrates that the per-
formative act of making music, listening to music and feeling the vibrations of
musical sound, were all central to how French musicians processed and coped
with trauma in thewake ofWorldWar I.59Whilemost officers and soldiersmaking
and listening to music in hospitals in Britain during the war were likely not aware
of these theories from France (and the majority of RAMC doctors treating them
were oblivious to or even adamantly resisted such ideas from the continent),60

many British neurologists nevertheless emphasized trauma’s inception in the
body.61 This connection to the physical makes sense as many shell-shocked men
had traumatic memory written in their bodies – what was then known as embod-
ied trauma. As Winter writes:

Images and memories seem to live both imbedded in these people and curiously
detached from them; memory itself, or images of overwhelming events, appear to
be free-floating powerful agents which somehow control the jaw of the man, or his
leg, or all his movements. … In effect, these men’s bodies perform something about
their war experience. … Here stories become flesh; physical movements occur with-
out end or direction, or there is no movement at all.62

Thus, physical activities like regularly playing in the orchestra to reorder the body
would in turn reorder themind. If the body could be reordered through the regular
practice of music – especially a kind of music that was not only familiar to the men
because of their class backgrounds, but also that involved bodily movement
through playing instruments and regular rehearsal – the fragmented identity
could be treated and a unified story of before and after could be established.

Advertising within The Hydra echoes Brock’s cure-by-functioning philosophy,
indicating that local shops were eager to capitalize on the activities
Craiglockhart patients engaged in. The magazine carries advertisements for not
only music shops where patients could purchase sheet music, instruments, violin
strings, and gramophones, but also camera, stationery and sport shops, which
advertised tennis and golf equipment. Officers’ visits and purchases to local
shops were so frequent that a map of the shops with advertisements in the issue
began to be included, starting with the second issue.63 Advertisements centred
around therapy were also present, as in ones for special lenses for sensitive, dam-
aged and recovering eyes. These advertisements demonstrate that Brock’s ‘cure by
functioning’ regime was central to all aspects of the hospital and its outputs.

University Press, 2021): introduction. For modern re-interpretations of this emphasis of the
body over the mind, see Bessel Van der Kolk, The Body Keeps the Score (London: Penguin
2015); Peter A. Levine, In an Unspoken Voice: How the Body Releases Trauma and Restores
Goodness (Berkeley: North Atlantic Books, 2010); Peter A. Levine, Trauma and Memory:
Brain and Body in a Search for the Living Past: A Practical Guide for Understanding and
Working With Traumatic Memory (Berkeley: North Atlantic Books, 2015). I thank Jillian
Rogers for making these sources known to me.

59 Rogers, Resonant Recoveries.
60 Shephard, War of Nerves, 17. As Shephard notes, the RAMC was a ‘caste, inadaptable

and conservative establishment’. Doctors like Myers and Rivers were exceptions to the norm
in Britain, which was to view psychiatry from the continent with suspicion, in large part due
to its association with Freud and his emphasis on childhood sexuality.

61 Shephard, War of Nerves, especially Chapter 2.
62 Winter, Remembering War, 56–7.
63 ‘Advertisers’ Plan’ and ‘Editorial’, The Hydra, 1st series, no. 2, 12 May 1917, 6, 7.
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Soldiers sometimes parody these ‘cure by functioning’ activities in The Hydra.
Meredith Martin notes a ‘tension between attraction and repulsion to [the] neuro-
logical ordering’ in The Hydra. ‘Patients were both aware and suspicious of the arti-
ficiality of re-education through forms of physical, mental, and social ordering,
and at the same time were relieved and essentially “cured”, from the many symp-
toms of neurasthenia by the structures that those therapies provided.’64 This ten-
sion between suspicion and belief makes its way into music-related material, in
which ideas about musical activity curing men are mocked and exaggerated. For
example, the ‘Concerts’ column in the 26 May 1917 issue states that a Mr Clark
‘gave us a little topical song, written by himself. It’s a funny thing what shell
shock will do for a man. These orgies of amusement’ turned ‘howling idiots into
talented men’.65 ‘Thoughts on the Human Body’, in the 9 June 1917 issue, also
mocks this view of usingmovement andmusic to retrain the rank-and-file soldier’s
mind. Here a soldier, identified as ‘Cockney’, argues that the ‘human body [is] the
highest expression of beauty’. He links education to improvement in bodily move-
ment: the better the education, the abler the person is able to make his body a ‘tem-
ple of the Holy Ghost’, a vessel of truth and the divine. ‘Wise thoughts should
produce graceful actions; happy thoughts, rapid movements; and so on, until
our bodies are the beautifully expressive works of divine art they were intended
to be.’ Concluding the column is a hymn titled ‘The Incarnate Word’, that
‘Cockney’ asks readers in favour of his view to all sing. In the hymn, singing
and music join the uneducated mind – this ‘ignorance enchained’ in the
cockney, uncivilisedmind – so that the singing body can reach the divine. This rep-
resentation of music as a vehicle for transcending trauma will underpin the next
section.

The Hydra as Testimony: ‘Unearthly Music’ and the Soundscapes of
Traumatic Memory at Craiglockhart

I keep such music in my brain
No din this side of death can quell;
Glory exulting over pain,
And beauty, garlanded in hell.66

In the poem ‘Secret Music’, written in the midst of fighting in France, Sassoon,
one of Craiglockhart’s patients, points to music’s power to help him cope with the
horrors of war. But unlike the actual physical activity of music making and listen-
ing described in the previous section, for Sassoon the healing power of music is
internal; it is in the mind. Sassoon confesses that he ‘keep[s] such music in [his]
brain’ – the memory of music – to find relief from ‘pain’: music is ‘beauty’ in the
midst of ‘hell’. Sassoon adopted this conceptualization ofmusic to describe his pro-
cess of coping with traumatic experience. It also appears as a trope in patients’

64 Martin, ‘Therapeutic Measures’, 37.
65 Peas-Blossom, ‘Concerts’, The Hydra, 1st series, no. 3, 26 May 1917, 15. Writers use

‘orgies of amusement’ sarcastically elsewhere in the magazine, suggesting it was a com-
monly used phrase at the hospital, and implying again that, for some, these endless activities
are extreme. See for example, K., ‘Edinburgh: AVindication’, The Hydra, 1st series, no. 2, 12
May 1917, 13.

66 Sassoon, ‘Secret Music’, 1917.
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poems and prose in The Hydra, which reflect the innovative ‘talking cure’ and
scriptographic therapy administered by Rivers, and can be understood, I contend,
as ‘testimony’.

Modern trauma clinicians and theorists use the term ‘testimony’ to describe the
act of converting traumatic memories into words. Many believe testimony to be
therapeutic because it places trauma – which often seems frozen in time – in the
past and restores to the afflicted a sense of control, both control of one’s life and
over flashbacks and nightmares.67 Rather than presenting the past in a comprehen-
sive, complete account, traumatized people most often convey this past in frag-
ments through a discursive process.68 As a communicative and healing process,
testimony also depends on it being heard by another.69

Shoshana Felman asserts that testimony has become a literary and discursive
‘mode par excellence of our relation to events of our times’ – of our ‘relation to
the traumas of contemporary history: the Second World War, the Holocaust, the
Nuclear Bomb, and other war atrocities’.70 It has ‘become pervasive in almost
every kind of writing’, so much so ‘that our era can precisely be defined as the
age of testimony’. But we can see beginnings of this discursive mode earlier, argu-
ably beginning with the myriad verbal responses to trauma in World War I – the
first war in which the majority of men and women were literate and that upper-
class men (and highly-educated) served in the army,71 thus making for a
large population that could actually put to pen and paper the trauma they had

67 For explications of testimony as a healing process, see Herman, Trauma and Recovery,
175, 38; Caruth, ‘Introduction’ to part 2, ‘Recapturing the Past’, in Trauma: Explorations in
Memory, ed. Cathy Caruth (Baltimore: The John Hopkins University Press, 1995): 153;
Ruth Leys, Trauma: A Genealogy, 2; and Dori Laub, ‘Truth and Testimony: The Process and
the Struggle’, in Trauma: Explorations in Memory, 64. Some theorists have moved away
from this focus on testimony as healing, believing not only are there alternative ways to
heal from trauma, but that narrating can also be retraumatizing for some people. See
Jacquleine M. Wheatcroft, ‘Revicitimizing the Victim? How Rape Victims Experience the
UK Legal System’, Victims and Offenders 4/3 (2001): 265–284; Shana L. Maier, ‘“I Have
Heard Horrible Stories …”: Rape Victim Advocates’ Perceptions of the Revictimization of
Rape Victims by the Police and Medical System’, Violence Against Women 14/7 (2008):
786–808; Judith Lewis Herman, ‘The Mental Health of Crime Victims: Impact of Legal
Intervention’, Journal of Traumatic Stress 16/2 (April 2003): 159–66; Rebecca Campbell,
Tracy Sefl, Holly E. Barnes, Courtney E. Ahrens, Sharon M. Wasco, and Yogland
Zaragoza-Diesfeld, ‘Community Servies for Rape Survivors: Enhancing Psychological
Well-Being or Increasing Trauma’, Journal of Consulting and Clinical Psychology 67/6 (1999):
847–58. In his discussion of EMDR (eye movement desensitivization and reprocessing),
Bessel Van der Kolk notes the helpfulness of this particular mode of therapy for patients
who find narrating their experiences to be retraumatizing. See Van der Kolk, The Body
Keeps the Score, 248–62.

68 Felman, ‘Education and Crisis, or the Vicissitudes of Teaching’, in Trauma: Explorations
in Memory, 17–18.

69 Laub, ‘Bearing Witness or the Vicissitudes of Listening’, in Testimony: Crises of
Witnessing in Literature, Psychoanalysis, and History (London: Routledge, 2002), 57–74, 71.

70 Felman, ‘Education and Crisis, 17. Here Felman is following Elie Wiesel’s contention
that ‘If the Greeks invented tragedy, the Romans the epistle, and the Renaissance the sonnet,
our generation invented a new literature, that of testimony’. Wiesel, Dimensions of the
Holocaust (Evanston: Northwestern University Press, 1977): 9.

71 The upper classes in Britain had not served in themilitary much before the FirstWorld
War. Indeed, the army and navy were associated with the lower walks of society and low
moral standards prior to the late Victorian era.
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experienced.72 We can link modern ideas about ‘testimony’ – as both a therapeutic
and narrative process – with Rivers’s ‘talking cure’ and ‘scriptopgraphy’. Indeed,
‘testimony’ as a concept is rooted in turn-of-the century therapeutic theorizing by
Freud,whomRivers followed in some respects, in that patientswere encouraged to
verbalize their traumatic experiences and to openly share memories. Thus, I argue
that narratives of shell-shocked men during the war set in motion the concept of
testimony as process of healing and as an artistic trope, that has come to define
the modern era.

These modern formulations of testimony and their relation to trauma can be
applied to literary texts of the past, as Dominick LaCapra and Katherine
Astbury have demonstrated.73 And much closer to The Hydra in time and place,
Virginia Woolf’s novels can also be conceptualized as testimony, as Suzette
A. Henke has shown.74 Indeed traumatic memory has informed and shaped a
diversity of narrative types related to the First WorldWar – from those of the shell-
shocked veteran Septimus Smith inMrs Dalloway to those by women in mourning
on the home front.75 My own work elsewhere on women’s written memorials and
collections of the war show that such narratives not only illuminate the inventive
and poignant ways in which people responded to trauma, but also reveal an auto-
biographical framing of testimony along gender and class lines.76 Understanding
music’s representation in trauma testimonies such as these has many advantages:
in narrative, we can still rely on the specifics of language, the basis of therapy his-
torically. But as Maria Cizmic argues, ‘an attention to music opens up a consider-
ation of other modes of expression beyond the linguistic’.77

Although there is literary content in eachHydra issue that I would classify as tes-
timony, certainly this practice of scriptotherapy was not taken up by all. Not all
patients were willing to write for the magazine, as the editorial in the second
issue makes clear.78 Indeed, the editors encouraged patients on multiple occasions
to try their hands at writing. It is understandable, though, that many would not

72 For more on the literariness and phenomenon of mass writing during the First World
War, see Samuel Hynes, The Soldier’s Tale: Bearing Witness to Modern War (New York:
Penguin, 1998), and Jessica Meyer, Men of War: Masculinity and the First World in Britain,
ed. John Arnold, Joanna Bourke and Sean Brady (London: Palgrave Macmillan, 2009).

73 Dominick LaCapra, Writing History, Writing Trauma (Baltimore: The Johns Hopkins
University Press, 2001); Katherine Astbury, Narrative Responses to the Trauma of the French
Revolution (London: Legenda, 2012).

74 Suzette A. Henke, Virginia Woolf and Madness: Trauma Narrative in Mrs. Dalloway
(London: South Place Ethical Society, 2010).

75 For examples of British women’s responses to wartime trauma see Michael Roper, The
Secret Battle: Emotional Survival in the Great War (Manchester: Manchester University Press,
2010); Jane Potter, Boys in Khaki, Girls in Print: Women’s Literary Responses to the Great War,
1914–1918 (Oxford: Clarendon, 2005); Angela K. Smith, The Second Battlefield: Women,
Modernism and The First World War (Manchester: Manchester University Press, 2000).
Although they all focus on aspects of disillusionment, grief and mourning, none of these
monographs utilize trauma theory.

76 Meinhart, ‘Memory, Music, and Private Mourning in an English Country House dur-
ing the First World War: Lady Alda Hoare’s Musical Shrine to a Lost Son’, Journal of
Musicological Research 31/1–3 (2014): 39–95; and Music, Healing and Memory in the English
Country House, 1914–1919, in progress.

77 Maria Cizmic, Performing Pain: Music and Trauma in Eastern Europe (Oxford: Oxford
University Pres, 2012), 26.

78 ‘Editorial’, The Hydra, 1st series, no. 2, 12 May 1917, 7.
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havewanted towrite; no doubt they feared harsh criticism andwere anxious about
their writing abilities, especially given the high standard set by Sassoon andOwen.
More significantly, talking about feelings and being vulnerable publicly was out-
side the usual experience of upper-class British men.79 Stoicism was the norm for
this generation, and irony, sarcasm and humour came farmore naturally tomost. It
is no surprise, then, that contributors most often wrote anonymously in the mag-
azine, including for the ‘Concerts’ column. Interestingly, in these narratives,
authors turned to music as away to express unarticulated feelings and to verbalise
trauma in less directly emotional ways.

A number of writers in The Hydra associate music with a happier, pre-war time,
and these memories, conveyed as testimony, often intertwine with analogies to
bodily movement and physical sensation. Although these writings on the past
might seem to be just about happy memories of life before the war, narrating pre-
war memories and relationships was a way to come to terms with traumatic expe-
riences.80 As Winter writes, ‘the strain of combat led many men to wonder who
they had been before battle, and who they had become as a result’. Herman says
as much, but from a clinical angle, stating that ‘reconstructing of the trauma
story begins with a review of the patient’s life before the trauma and the circum-
stances that led up to the event’.81 Drawing on Herman, Astbury demonstrates
howwe can understand this representation of pre-warmemorywithin literary nar-
ratives, specifically in the way novelists early on in the French Revolution utilized
pastoral themes and tropes.82 In British war literature and art music composition,
we see a similar use of the pastoral to represent home and an idealized past, for
example in Sassoon’s Memoirs of a Fox Hunting Man, the examples Fussell,
Hynes and Winter discuss in their books, and Ralph Vaughan Williams’ Pastoral
Symphony.83 Understanding the turn to the pastoral and the past in such narratives,
as this review of life before the traumatic event, is important because it is an initial
stage in the trauma recovery process. And allusions to music are sometimes key in
communicating what this past was like, or at least how writers reframe this past in
light of traumatic experience and the present.

Unsurprisingly, a number of these representations focus on pre-war romantic
interests. In the poem ‘Waiting’, the narrator misses a sweetheart from whom he
has recently parted. Alone in Edinburgh now, he feels glum, like ‘an object of
scorn or of pity’.84 At the end of each verse, he imagines his love’s return. He

79 Rogers shows this to be the casewith men in wartime and post-war France as well. See
herResonant Recoveries and ‘Musical “MagicWords”: Trauma and the Politics ofMourning in
Ravel’s Le Tombeau de Couperin, Frontispice and La Valse’, in this issue.

80 Winter, Remembering War, 71; and Herman, Trauma and Recovery, 176.
81 Herman, Trauma and Recovery, 176.
82 Astbury, Narrative Responses, 11.
83 Sassoon, Memoirs of a Fox Hunting Man, in The Complete Memoirs of George Sherston;

Paul Fussell, The Great War and Modern Memory (New York: Oxford University Press, 1975,
reprint 2013): 255–60; Hynes, A War Imagined, and Winter, Sites of Memory. For a detailed
interpretation of the connection of the pastoral trope in music with ideas of pre-war
England and composers’ responses to the war, see Eric Saylor, English Pastoral Music: From
Arcadia to Utopia, 1900–1955 (Urbana: University of Illinois Press, 2017), particularly
Chapters 1 and 3, and Matthew Riley, ‘Landscape and Commemoration in British Art
Music, 1898–1926: Continuity and Contexts’, in A Great Divide.

84 This sense of loneliness and ostracization that Craiglockhart patients felt in relation to
Edinburgh, and that many shell-shocked soldiers and officers in general felt in relation to
larger British society, will be addressed in the next section.
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identifies her with sound – her ‘voice inmy ear still mingles / a voice reposeful and
clear’ (along with a ‘hot kiss on my lips [that] still tingles’). With her gone, ‘My lips
shall bourgeon no sweet song, / My heart shall echo no refrain’. However, he tells
us thatwith her return, ‘mysong shall be long, and glad, and strong’.85 Similarly, in
‘Song of Songs’ the narrator associates his sweetheart’s laugh, voice and sigh with
singing, which ‘like lifting seas. . . solaceth’ him.86 He asks to ‘Let viols die’, for he’d
rather hear her. In the final lines of the poem, he cries to hear ‘youth’s immortal-
moaning chords. . ./ Throbbing through [her], . . . sobbing, unsubdued’, hinting
at what he presumes to be his sweetheart’s own trauma. Significantly, he imagines
this connection between trauma, the body and movement within her – a connec-
tion he had learned through Craiglockhart’s treatment regime. Rather than pro-
ductive bodily movement, the narrator here presents the reader with his
internal, emotive and bodily response to trauma.

Narratives about friendships with other soldiers in their units, often known
from before the war, also foreground music and bodily movement. For example,
in ‘The Road to Armentieres’ [sic]87, a poem about two soldier-friends in northern
France, one of whom is killed, sound – specifically, music – delineates the time
before and after the friend’s death. The narrator tells us that as the two marched
on ‘the lonely road, the weary road, the road o’ mud and stone to Armentiere’,
‘My pal and I were singing in the courage of our years’. But he left his pal asleepin’
by this road – ‘the happy sleep, the endless sleep, the sleep o’quiet ease’. Now the
narrator must walk the ‘weary roads, down all the lonely years’, in quiet.88 Here he
associates singing with this friend from his past, an intimacy that brought relief
from the loneliness and desolate landscape of these marches. The positive repre-
sentation of music while moving (marching) is also key. Indeed, music often
bonds men together in The Hydra, to alleviate fear while at the front lines. In the
poem ‘TheNextWar’, men – evenwhile their ‘eyeswept’ – sing choruses andwhis-
tle together to ward off the ‘bullets’ and ‘shrapnel’ that ‘Death’ has ‘coughed’ at
them. Both of these poems demonstrate that music making for these men was a
confidence-instilling protection against loss and destruction.89

Writers in The Hydra also associate music with idyllic military pasts in which
movement and the body are aligned. In ‘The Passing of the Turk’, voiced from
the perspective of a violent and exoticized, downtrodden and war-weary Turk,
the narrator links song and singing with an idealized, glorious Ottoman past.

85 J. W. O’C. W., ‘Waiting’, The Hydra, 1st series, no. 1, 28 April 1917, 10.
86 ‘Song of Songs’, The Hydra, 1st series, no. 10, 1 September 1917, 13.
87 The accent grave on ‘Armentières’ is left off in the title and throughout the poem.
88 ‘The Road to Armentieres’, The Hydra, 1st series, no. 9, 18 August 1917, 15.
89 ‘The Next War’, The Hydra, 1st series, no. 11, 29 September, 1917, 21. British soldiers

making music together while at the fronts, waiting in the trenches, marching and at relaxing
at canteens and YMCA huts was indeed common, as Glenn Watkins, Emma Hanna and
Helen Barlow have shown. Regina Sweeney has explored this kind of singing in relation
to French troops during the war. See Watkins, Proof Through the Night, chapter 3; Hanna,
‘“Say It With Music”: Combat, Courage and Identity in the Songs of the RFC/RAF, 1914–
1918’, British Journal for the Military History 4/2 (February 2018): 91–120 and Sounds of
War: Music in the British Armed Forces During the Great War (Cambridge: Cambridge
University Press, 2020); Barlow, ‘A Vital Necessity’: Musical Experiences in the Life
Writing of British Military Personnel at the Western Front’, in A Great Divide; and Regina
Sweeney, Singing Our Way to Victory: French Cultural Politics and Music During the Great
War (Middletown: Wesleyan University Press, 2001).
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Hewants to hear the ‘song of the day that is gone / Song of an age that is fled /…
song our father sung / sung in the days of old’ as ‘sabres flashed, our spearsmen
dashed’ and the ‘white-faced Christians broke / They called on the name of their
pale-faced God’ – the ‘day of the grandwild song’.90 This connection of music with
a gloriousmilitary past can be seen again in the short reflection ‘The Drum of Fate’.
As in ‘The Passing of the Turk’, music encourages a warrior from some unnamed
exotic land; in this case, the sound of martial music, drumming, lures a colonel’s
son to his future as a warrior.91

Like the testimonial poems discussed above, ‘Sick in Billets’ also conjoins music
and bodily movement and sensation with memories of an idealized past. Here,
however, the narrator initially does not want to think about the past; it comes to
him like a nightmare as he lies awake at night in his hospital bed. These memories,
these ‘dear songs of long-dead yesterday’, are intrusive to him at first; they are ‘bro-
ken’ and ‘childish tones’ with ‘unharmonious clang / with no soft-toned melodi-
ous swell’.92 Noisy and clashing with his current environment, they are ‘harsh
crank against the twilight grey’. However, by the second and third stanzas, the
insomniac patient succumbs to the songs and revels in pre-war, pre-traumatic
memories of sweetness and passion, specifically through maids in crinoline who
dance and beautify domestic spaces with their quiet reading. This musical experi-
ence so moves him that by the fourth stanza he is staring at the ‘moonbeams
through the gloom / stretching ghost-like fingers in my room’, his ‘head’ ‘wet’
‘with unshed tears’.

The Hydra’s representations of memory through ‘music in the brain’ highlight
the anxiety that night time, nightmares and insomnia brought to shell-shocked
patients. In his memoirs, Sassoon contrasts the ordered, physical activities of day-
timewith occurrences at night, when doctors ‘lost control and the hospital became
sepulchral and oppressive with saturations of war experience… One became con-
scious that the place was full of men whose slumbers were morbid and terrifying –
men muttering uneasily or suddenly crying out in their sleep.’93 Soldiers’writings
in The Hydra attempt to make humour and sarcasm out of these night terrors and
Rivers’s talk therapy treatments for them. In ‘Panics in the Night’, the ‘new skele-
ton in the cupboard’ that has become fashionable is talking about one’s traumatic
experiences with others. But ‘the really grisly skeleton, the ghost that refuses to be
laid … is the Panic in the Night’, or the nightmares and anxiety attacks shell-
shocked men suffered due to traumatic memory.94 The author goes on to argue
against Rivers’s talk therapy treatment and in favour of Brock’s cure-by-
functioning regime. In this author’s formulation, the distractions of the day help
him to forget and, with practice, to simply not care.

Many of the nightmares that Craiglockhart patients narrated arewhat Shephard
has termed ‘battle dreams’, in which men ‘return[ed] night after night to the same

90 H. M. P., ‘Song of the Turk’, The Hydra, 2nd series, no. 3, January 1918, 11.
91 William R. Lambert Patterson, ‘The Drum of Fate’, The Hydra, 2nd series, no. 8, June

1918, 17. This idea of being bewitched by music, pulled to movement, recalls Erin
Johnson-Williams’s article in this issue, in which she discusses the British press’s depiction
of a Boer soldier being tempted out of the trenches by the sounds of the concertina.

92 ‘S’, ‘Ballades of France, no. 3: “Sick in Billets”’, The Hydra, 2nd series, no. 2, December
1917, 18.

93 Sassoon, Sherston’s Progress, 556.
94 Philip Macee-Wright, ‘Panics in the Night’, The Hydra, 2nd series, no. 2, December

1917, 11.
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scene of horror’, ‘whether … a faithful repetition of an actual experience or a ren-
dering of the affect, or emotion, cause[d] by it’.95 The officer ‘Windup’ captures the
repetitiveness of these battle dreams in ‘The Counter Attack – A Story Full of
Morals’: ‘Last night I slept badly. Oh, those awful war dreams!!! It was zero
minus one hour, and the barrage would start any minute now’.96 What he
describes of his dream – bombarding the Germans with silk stockings, digging
trenches only to find silk stockings, and he himself being tangled in barbed wire
made of silk stockings – certainly aligns with what Shephard would recognize
as ‘a rendering of the affect, or emotion, caused by [the actual war experience]’,
rather than a true depiction. Indeed, Craiglockhart patients depicted representa-
tions of their battle dreams even beyond the literary, showing that testimony can
go beyond the verbal. The drawing ‘Shell Shock!’ features a patient in bed sleeping,
haunted by four ghost-like spectres wearing gasmasks as shells come towards him
(Fig. 3)

Soldiers’ accounts of battle dreams, as in other literary content in The Hydra, fre-
quently evoke music. In particular, ‘music in the brain’ often metaphorically pro-
pels physical movement through traumatic experiences and toward recovery. In
the short story ‘Phantasmagoria’, ‘unearthly music’ transports the dreaming sol-
dier’s body from ‘nothing in the dark’ where ‘all sound [is] muffled’, to a battle
where ‘above and beneath [him is] … music wild and terrible beyond descrip-
tion’.97 From there the ‘Dance of Death commenced’, carrying him over the
‘Mountain of Hatred’ to the ‘Star of Man’s Love and Forgiveness’, where the ‘inef-
fable glow of Promise’ awaits. Such powerful testimony in ‘Phantasmagoria’ about
trauma and recovery certainly draws uponwhat Santanu Das calls ‘the vocabulary
of touch as an index of the intimate, or the exposed’ that is ‘antidote against the
desolation of death’ in a variety of First World War writings.98

Indeed, in these testimonies music appears as a therapeutic tool that propels
afflicted men towards movement, bringing them towards healing and peace.99

As in ‘Phantasmagoria’, a number of authors conceptualize this peace in religious
terms.100 An excerpt from ‘Bees in Amber’ (included in ‘A Christmas Message’)

95 Shephard, War of Nerves, 92.
96 ‘Windup’, ‘The Counter Attack –A Story Full ofMorals’, The Hydra, 1st series, no. 7, 21

July 1917, 10.
97 ‘Phantasmagoria’, The Hydra, 1st series, no. 1 April 28, 1917, 10.
98 Santanu Das, Touch and Intimacy in First World War Literature, (Cambridge: Cambridge

University Press, 2005), 30, 24.
99 More recently, disability studies have problematized this overcoming narrative. For

discussion related to music, see William Cheng, ‘Staging Overcoming: Narratives of
Disability and Meritocracy in Reality Singing Competitions’, Journal of the Society for
American Music 11/2 (2017): 184–214; Colin Alasdair Cameron, ‘Does Disability Studies
Have Anything to Say to Music Therapy? And Would Music Therapy Listen If It Did?’
Voices: A World Forum for Music Therapy 14/3 (2014): https://doi.org/10.15845/voices.
v14i3.794; Blake Howe, Stephanie Jensen-Moulton, Neil Lerner and Joseph Straus,
‘Introduction: Disability Studies in Music, Music in Disability Studies’, in The Oxford
Handbook of Music and Disability Studies, ed. Howe, Jensen-Moulton, Lerner and Straus
(New York: Oxford University Press, 2016); and Josef Straus, ‘Normalizing the Abnormal:
Disability in Music and Music Theory’, Journal of the American Musicological Society 59/1
(2006): 113–84.

100 Drawing upon religious and spiritual imagery and language in artistic and cultural
statements of mourning and remembrance was common during and after the war, as
Winter demonstrates. SeeWinter, Sites of Memory, chapters 3, 4 and 8. Herman also discusses
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lays out this religious element more explicitly. Although the title of ‘Bees in Amber’
came from a popular collection of poems by John Oxenham rather than a trauma-
tized officer, the poem’s content clearly resonatedwith patients’ understandings of
music. The poemdepicts a child inwhitewho undoubtedly represents Christ. He is

Fig. 3 ‘Shell Shock!’, The Hydra, 2nd series, no. 2, December 1917, 17, Craiglockhart,
Edinburgh, Scotland, The First World War Poetry Digital Archive, The
Wilfred Owen Archive, The English Faculty Library, University of Oxford

howpeople often turn to religion and spirituality in thewake of trauma.Herman, Trauma and
Recovery, 52.
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carolling, ‘along the arduous road we all had trod’ and says to them ‘Whywait yet
herewithout? Come, followme!’ ‘Weheard his singing’, the narrator says, and they
proceed to follow him – even the ‘War Lord cast aside His victor’s wreaths, and all
his pomp and pride’.101 Again, music lures them physically down a different path –
not unlike in the poems of the exoticized warriors discussed earlier who are also
lured by music – through a doorway away from the ‘arduous road’. The Hydra
readers would have conceptualized this safer path as one towards light and
God, where the war does not exist. Music prompts physical movement within
the poem, but also metaphorically prompts psychological movement and healing.

Overall, Craiglockhart patients used musical allusions in narrativizing trau-
matic memory within these poems and reflections. In their testimonies, music
operates as a curative tool that enables traumatized individuals to process and
move through traumatic experiences – this repression of fear and desire to self-
preservation – to reach a place of recovery. I will end this section with one last,
especially poignant example of this psychological movement via music within tes-
timony – the rest of Sassoon’s ‘Secret Music’, the first stanza of which opened this
section:

My dreaming spirit will not heed
The roar of guns that would destroy
My life that on the gloom can read
Proud-surging melodies of joy.

To the world’s end I went, and found
Death in his carnival of glare;
But in my torment I was crowned,
And music dawned above despair.

The Hydra and the Soundscape of Collective Trauma

Better to be in the trencheswith thosewhose experience I had shared and understood
than with this medley of civilians who, when one generalized about them intoler-
antly, seemed either being broken by the War or enriched and made important by
it. Whatever the soldiers might be as individuals, they seemed a more impressive
spectacle as a whole in their endurance of what was imposed on them.

Sassoon, Sherston’s Progress102

Thus far, I have focused on music’s role in the individual officer’s experience of
trauma recovery. But, as the epigraph above implies, shared traumatic experience
re-defined and bonded fighting men together. For Sassoon, this collective had its
own identity formed over shared trauma and far outweighed what he thought
of the men as individuals. In this section, I will consider how music in The Hydra
engendered this sense of communal trauma among the men at Craiglockhart.

Literary critics, cultural historians and sociologists working in trauma studies
have conceptualized how shared traumatic experiences have bound various peo-
ple together historically. As Caruth notes, ‘the attempt to gain access to a traumatic
history… is also the project of listening beyond the pathology of individual suffer-
ing … Such traumatic history may speak through the individual or through the

101 ‘A Christmas Message’, The Hydra, 2nd series, no. 2, December 1917, 9.
102 Sassoon, Sherston’s Progress, 549.
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community’.103 Kai Erikson further elaborates on trauma’s ‘social dimension’: it
‘can create community’, in that ‘traumatic wounds inflicted on individuals can
combine to create a mood, an ethos – a group culture, almost – that is different
from (and more than) the sum of the private wounds that make it up’.104 While
many traumatized people withdraw socially, victims who have suffered similar
fates often feel ‘that they have been set apart and made special’ and are ‘drawn
to others similarly marked’, forming not just a community of survivors, but a ‘spir-
itual kinship, a sense of identity, even when feelings of affection are deadened and
the ability to care numbed’.105 For Erikson, these experiences can ‘work their way
so thoroughly into the grain of the affected community that they come to supply its
prevailing mood and temper, dominate its imagery and its sense of self, and gov-
ern the way its members relate to one another’.106 Particularly useful for my pur-
poses is Jeffrey Alexander’s understanding of how various media narratives
(including magazines, television programmes, films, music, advertisements, etc.)
can engender a sense of collective identity among affected groups ‘if such traumas
are conceived as wounds to social identity’. But this process ‘is a matter of intense
cultural and political work. Suffering collectivities – whether dyads, groups, soci-
eties, or civilizations – do not exist simply as material networks. They must be
imagined into being.’107

This theoretical framework of collective trauma is helpful in understanding the
community of shell-shocked soldiers in First-World-War Britain and particularly at
Craiglockhart where patients formed a community defined by circumstances of
neurasthenia, rank, diagnosis, nationality and gender, but who were also ‘imag-
ined into being’, namely by the hospital’s activities and The Hydra.108 Orchestra
rehearsals and concerts, as well as other musical group activities, clearly point to
communal identity formation.109 Musical discussion in The Hydra – from the con-
cert reviews to the allusions to music in poetry and reflections – also function as a
collective response to trauma; in Alexander’s words, they act as a ‘narrative and
coding’ packed with ‘symbolic construction and framing’, ‘stories and characters’.
Thus, at Craiglockhart and within The Hydra, music is seminal in forming the ‘we’
that ‘experiences and confronts the danger’ brought on by collective trauma.110

103 Caruth, ‘Introduction’, 156.
104 Kai Erikson, ‘Notes on Trauma and Community’, in Trauma: Explorations in Memory,

184–185.
105 Erikson, ‘Notes on Trauma andCommunity’, 185, 186. Roger Luckhurst problematizes

this way of thinking about trauma that has been dominant in the cultural humanities, similar
to howdisability studies scholars have problematized overcoming narratives. Luckhurst, The
Trauma Question (Abingdon: Routledge, 2008), 209–14.

106 Erikson, ‘Notes on Trauma and Community’, 190.
107 Alexander, Trauma, 2. For another application of Alexander tomusic, but in the context

of sheet music during the Mexican–AmericanWar, see Elizabeth Morgan, ‘Music Making as
Witness in the Mexican–American War: Testimony, Embodiment and Trauma’, this issue.

108 For more on how class and rank impacted male bonding and comradery, including
alienating groups of fighting men from each other, see Joanna Bourke, Dismembering the
Male: Men’s Bodies, Britain and the Great War (Chicago: University of Chicago Press, 1996):
124–70. See also Sarah Cole, Modernism, Male Friendship, and the First World War
(Cambridge: Cambridge University Press, 2009).

109 For a theory of music making’s role in community formation, see Kay Kaufman
Shelemay, “Musical Communities: Rethinking the Collective in Music”, Journal of the
American Musicological Society 64/2 (2011): 349–90.

110 Alexander, Trauma, 3
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One way in which Craiglockhart patients’writings create a sense of communal
trauma is through juxtaposition of the patients with the larger community of
Edinburgh. Even though Brock encouraged patients to involve themselves in the
Edinburgh community and to take advantage of the cultural activities the city
had to offer, most of the patients, because they were not from Edinburgh, felt
out of place. They note this fact often in their Hydra writings, expressing feelings
of being lonely, misunderstood and gawked at by locals when they went into
town. Butlin bitterly complains that the Edinburgh public believes the patients
are either raging lunatics or have nervous disorders because of venereal dis-
eases.111 The poem ‘Stared At’ in The Hydra captures this feeling of alienation
and public misconception that runs throughout the magazine, with its refrain of
‘I’m stared at’ in response to the variety of situations the narrator finds himself
in Edinburgh city centre, where ‘all people think us mad’. Although they did
notwear the ‘hospital blues’ or ‘convalescent blues’ – the required uniform for non-
officers in war hospitals – nevertheless the visible arm bands officers were required
to wear marked them as shell-shocked, as the poem ‘Stared At’ highlights.112

Craiglockhart was the only military hospital in Scotland, let alone for nervous dis-
orders, so these menwere indeed outside the norm.113 But ‘Stared At’ also presents
a sense of ‘we’ and ‘us’ formed by this shared negative experience on the home
front, in addition to their shared horrific experiences on the front lines and subse-
quent diagnoses of neurasthenia at Craiglockhart.114

It was not just the Edinburgh locals from whom traumatized officers at
Craiglockhart felt ostracized and misunderstood; for many of The Hydra’s authors,
the larger British public seemed equally oblivious and unsupportive. Fightingmen
even cast coming back to Britain and feeling this alienation as traumatic, as Owen
implied in his debut editorial upon taking up the editorship of The Hydra:

In this excellent Concentration Campwe are fast recovering from the shockof coming
to England. For some of us were not a little wounded by the apparent indifference of
the public and the press, not indeed to our precious selves, but to the unimagined
durances of the fit fellow in the line.115

That he uses the term ‘concentration camp’, albeit in a sarcastic way, is telling.
Although the term did not, of course, have the horrific connotations it does
today, it was used to mean a prison for political prisoners by this period, and

111 Butlin to Basil G Burnett Hall, 5 May 1917, Private Papers of J. H. Butlin.
112 For more on the stigma and emasculation associated with wearing the hospital blues

uniform, see Ana Carden-Coyne, The Politics of Wounds, 215; and Reznick,Healing the Nation,
100–103.

113 Specialist hospitals elsewhere bred similar feelings of ostracization among its patients,
such as St Dunstan’sHospital for Blind Soldiers and Sailors in London. But the situationwith
Craiglockhart was different and more pronounced, as neurasthenia did not always bear
physical markers, and the public andmany doctors viewed shell shock with suspicion, asso-
ciating it with malingering and even femininity. Nevertheless, in other hospitals, shared
physical ailments or disfigurements did engender a sense of community. For discussion of
this phenomena in Britain, Germany and France, see Deborah Cohen, The War Come Home:
Disabled Veterans in Britain and Germany, 1914–1939 (Berkeley: University of California
Press, 2001); and Marjorie Gehrhardt, The Men with Broken Faces: Gueules Cassées of the First
World War (Bern: Peter Lang, 2015).

114 ‘An Inmate’, ‘Stared At’, The Hydra, 2nd series, no. 8, June 1918, 12.
115 Owen, The Hydra, 1st series, no. 10, 1 September 1917, 7.
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one gets a sense that the men felt imprisoned by their diagnosis and trauma, and
perhaps by the alienation from the rest of society through time spent at
Craiglockhart. The editorial then goes on to list (again, sarcastically) a number
of ways in which patients felt misunderstood, misrepresented and ostracized by
both the public and the press. They also felt misled by politicians, in addition to
sensing that politicians did not understand what fighting in the war was actually
like. Craiglockhart patients also voiced their feeling that others back in England
should take their turn in the war. As Owen put it: ‘I think the terribly long time
we stayed unrelieved was unavoidable; yet it makes us feel bitterly towards
those in England whomight relieve us, and will not.’116 These accounts repeatedly
illuminate a communal trauma among this group of men, embodying Erikson’s
notion that ‘People whose view of the world has been tempered by exposure to
trauma can easily lose faith not only in the good will but in the good sense of
those in charge of a dangerous universe’.117

In this sense, trauma illuminated the rift shell-shocked officers felt existed
between them and the rest of society. They were a collective set apart from both
the military (in that they did not have physical wounds), but also from British soci-
ety writ large. The Hydra reified this notion of a collective of traumatized patients at
Craiglockhart, in which writer (even when anonymous) and reader were in dia-
logue and empathy, thus ‘imagine[d] into being’, to borrow Alexander’s words
– a community with its own symbols, rituals and language. Indeed, even
Sassoon felt this bond created through shared trauma and recovery. Although
he objected to the war, and he could have continued to stay in Britain under
Rivers’s care indefinitely, he chose to go back to the front lines, so strong was his
solidarity with his men after his time at Craiglockhart.118

The Hydra’s authors represent the intermediaries between the community and
the patients – the nurses, the entertainers – as capable of relieving their collective
trauma, and, as discussed above, weekly concerts were integral to fostering com-
munity–patient links. The editorial quoted above with the laundry list of ways
Craiglockhart patients felt ostracized from the British public, ends by acknowledg-
ing what did help them cope with these negative feelings:

If there is anyone able to cure us of this cynicism it is our V.A.D’s. They sigh often
enough over us. We think it is time to thank them for their work in this Hospital.
We do thank them, together with all those friends who send gifts, and who come
to entertain us on Saturday evenings.119

Significantly, Peas-Blossom notes ‘Miss Grieve’ is still ‘one of us’ because she came
back to lead music, even though she was no longer working as a nurse at the hos-
pital.120 Even Butlin, who writes of being ‘bored’ at Craiglockhart, had many
adventures in Edinburgh and a girlfriend in town for six or so weeks, where he
went to many professional concerts and the theatre in the city. In spite of this

116 Wilfred Owen to Susan Owen, in Wilfred Owen Collected Letters, 505–6.
117 Erikson, ‘Notes on Trauma and Community’, 195.
118 Sassoon to LadyOttolineMorrell, 17 October 1917, Siegfried Sassoon Diaries, 1915–1918

(London: Faber and Faber, 1983), 190.
119 Editorial’, The Hydra, 1st series, no. 10, 1 September 1917, 8. 522. ‘V.A.D’s’ here refer to

‘Voluntary Aid Detachment’ nurses, or voluntary unit of civilians (almost always women)
who provided nursing care to military personnel in Britain and to British units overseas.

120 Peas-Blossom, ‘Concerts’, The Hydra, 1st series, no. 2, 12 May 1917, 15

180 Nineteenth‐Century Music Review

https://doi.org/10.1017/S1479409821000288 Published online by Cambridge University Press

https://doi.org/10.1017/S1479409821000288


busy social calendar, he notes that he attends the Saturday night Craiglockhart
concerts.121

Although community building through concerts happened at the general mili-
tary hospitals as I have shown elsewhere,122 the concerts at Craiglockhart were
especially important in fostering a collective identity because this was one of the
few shell-shock hospitals in Britain. They engendered a ‘spiritual kinship’ to bor-
row Erikson’s phrase, as the patients were suffering from a traumatic condition
which was not fully recognized as existing, and the causes of which were misun-
derstood and treated with suspicion by the public. These cure-by-functioning
treatments were ritualistic group activities that promoted purposeful contact
with ‘intermediaries’ – the VADs who played music with the men, and others out-
side the hospital, like Miss Grieve. These musical activities offered ways to envoice
cultural trauma as much as they helped to heal individuals through the
cure-by-functioning treatment regime.

Moreover, the ways in which patients interpolated music into their writings in
The Hydra point to a shared language and set of symbols. These tropes centre on
music’s conjuring of memories of pre-war pasts – from romances and friendships
to pastoral imagery – and music’s representation in testimonies of traumatic expe-
rience and healing. Ideas of bodily movement and sensation underpin all of these
tropes. These themes not only reflect Rivers’s and Brocks’s treatment regimes for
individuals, but also shared media representation, which is seminal in creating a
sense of group identity and communal trauma. But while these narratives pub-
lished in The Hydra helped to foster solidarity and kinship around shared
trauma,123 they also put forth a narrative of shell shock that has dominated the cul-
tural memory of the war in Britain.

Conclusion: Forging the Soundscape of First World War Cultural
Memory at Craiglockhart

It seems to amount to this, I ruminated, twirling my putter as I polished its neck –
that I’m exiled from the troops as awhole rather than frommy former fellow-officers
and men. And I visualised an endless column of marching soldiers, singing
‘Tipperary’ on their way up from the back areas; I saw them filing silently among
ruined roads, and lugging their bad boots through mud until they came to some
shell-hole and pillar-box line in a landscape where trees were stumps and skeletons
and no Quartermaster on earth could be certain of getting the rations up. … ‘From
sunlight to the sunless land’. … The idea of going back there was indeed like death.

Sassoon, Sherston’s Progress124

121 Butlin to Basil G Burnett Hall, 5 May 1917, Private Papers of J. H. Butlin.
122 See my ‘TommyMusic Critics; Hospital Magazines, Transnational Communities, and

Music Therapy on the British Home Front During the First World War’, 54th Royal Musical
Association Annual Conference, University of Liverpool, 7–9 September 2017; and Music,
Healing and Memory in the English Country House, especially chapter 4.

123 Similarly, Rogers points to collective grief and kinship during and after the war in a
homemade French music journal. See Rogers, ‘Ties That Bind: Music, Mourning, and the
Development of Intimacy and Alternative Kinship Networks in World War I-Era France’,
in Music and War from Napoleon to World War I, ed. Etienne Jardin (Turnhout: Brepols,
2016): 415–43.

124 Sassoon, Sherston’s Progress, 540.
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As this passage from Sherston’s Progress conveys, Sassoon visualizes and justifies
his return to thewar through thewar’s collective of fightingmen, marching in mis-
erable conditions in a ‘sunless land’, while singing together. This passage encapsu-
lates much of Craiglockhart’s ethos regarding trauma, recovery and music: men
singing together as cure-by-functioning, both helped the individual through sing-
ing’s engagement of the voice and body, and through fostering group identity.
Moreover, Sassoon depicts men singing together while marching, a common
trope in the literary content of The Hydra that functioned as therapeutic testimony
within the hospital’s talking cure. Fittingly, Sassoon arrives at this clarity while
engaging in other of Craiglockhart’s cure-by-functioning activities – golf and writ-
ing – specifically, in the case of the latter, in the context of war memoirs, perhaps
the ultimate and most explicit kind of ‘testimony’. Here is yet another example of
how all of the therapeutic approaches at Craiglockhart coalesced and worked
together.

For many commentators, Craiglockhart was a bastion of light in Britain during
the war. Compared to the harsh regimes of general hospitals, it was, in Bunhill’s
words ‘a glorious load’,125 a renegade place that cultivated a culture of care, kind-
ness and empathy. There, soldiers at the very least could rest, and there its doctors
were well-versed in and open to continental ideas about trauma, unlike the major-
ity of doctors elsewhere in Britain. These soldiers’ privilege must also be recog-
nized: they were allowed this particular recovery experience because of their
rank and class, and it was not the treatment most shell-shocked men received.
The incorporation of music in the hospitals’ shell shock treatments prefigured
modern day arts therapies, ideas about exercise and movement and
psychotherapy.

But equally important as Craiglockhart’s place in the history of trauma therapy,
is its place in forming the narrative that would become enshrined in Britain’s cul-
tural memory of thewar. Significantly, Sassoon imagines his comrades singing ‘It’s
a Long Way to Tipperary’. That he wrote these memoirs a decade after the war,
shows how the song had by then become aligned with the idea not only of fighting
men far from their homes being bonded together, but also of the war as a loss. The
song is part of the process in which a collective traumatized identity is imagined
into being, which is seminal to the formation of cultural trauma. Undoubtedly,
the song embodies Leed’s contention that the Armistice was not only the end of
the war, but also ‘the beginning of a process in which the experience was framed,
institutionalized, given ideological content and relived in political action as well as
in fiction’.126 This statement still rings true 100 hundred years later, as demon-
strated in the song’s use in television, Remembrance Sunday and the Trinity
Laban student programmes described in the opening of this article.

The Hydra’s narratives of shell shock have dominated the cultural memory of the
war in Britain. Indeed, Craiglockhart was seminal in the construction, dominance
and longevity of this narrative, often silencing other narratives of trauma.127 As
Alexander writes, in constructing a sense of collective trauma, ‘which narrative

125 Butlin to Basil G Burnett Hall, 5 May 1917, Private Papers of J. H. Butlin.
126 Leed, No Man’s Land, xi.
127 Only recently have the war experiences of others besides white male British soldiers

started to be recognized in public representations in the war, although this work amongst
cultural historians began much earlier. The centenary of the war prompted a host of public
funding initiatives in Britain devoted to educating the public about the experiences of
women and colonial soldiers. For more on music’s role in some of these projects, see
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wins out is amatter of performative power… [and] effective performance depends
uponmore than creating powerful symbols. It is a matter also of material resources
and demographics, which affect, even if they do not determine, what can be heard
andwhomight listen.’128 But the cultural memory of thewar in Britain has focused
on this trauma – both of individuals and the collective – of privileged people like
those at Craiglockhart. As Winter writes, ‘the imagery of the shell-shocked soldier
became generalized after the SecondWorldWar’.129 With its use of Owen’s poetry
and incredible popularity in post-World War II Britain, Benjamin Britten’s War
Requiem certainly contributed to this image.130 And this imagery comes from the
often disillusioned and ironic narratives of officer patients – primarily the war
poets – that, as Shephard argues, embody the dramatic tradition favoured in the
late twentieth century.131 Thus, while ‘the years after the Armistice were a time
when competing and contradictory narratives were elaborated, at times by differ-
ent people’,132 this narrative of the neurasthenic literary officer is the one that
became central to Britain’s contemporary cultural memory of the war. Moreover,
the version of trauma that The Hydra legitimized has become the dominant
mode of remembering the war in Britain up to the present. As Winter writes,
‘The Great War created categories which have framed much of the language we
have used to describe the traumatic memories of victims of the Second World
War, the Vietnam War and other conflicts’.133

The characters of Miss Grieve and Peas Blossom, as well as poems like ‘Secret
Music’ and ‘Phantasmagoria’, certainly bring colour and life to this dominant
war narrative. And the ways in which music intertwined with traumatic experi-
ence and recovery at Craiglockhart adds nuance to how we might understand
music’s role in the cultural memory of the war, helping us to go beyond
‘Tipperary’ and ‘The Last Post’. But these tropes of healing and narrating trauma
put forth in The Hydra clearly carry on today. Take the 2019 film 1917.134 The
music in it – from the representation of soldiers being transfixed, comforted and
lured into battle by song, to the English pastoral style pervasive in Thomas
Newman’s score that conjures the idyllic pre-war pasts of the characters – retells
familiar narratives found in The Hydra. Thus, Craiglockhart occupies a complicated
position in the history of music and trauma. Its musical culture and ethos remain
dominant in the popular imagination of the war today, overshadowing other
voices and traumatic experiences of thewar, and thus serving as yet another exam-
ple of how class privilege dictates not only the construction of history but also

Laura Seddon, ‘Contemporary Musical Responses to the Centenary of the First World War:
Reframing War Memory’, in A Great Divide.

128 Alexander, Trauma, 2–3.
129 Winter, Remembering War, 43.
130 Heather Wiebe, ‘Ghosts in the Ruins: The War Requiem at Coventry’, in Britten’s

Unquiet Pasts: Sound and Memory in Postwar Reconstruction (New York: Cambridge
University Press), 191–225.

131 Shephard,War of Nerves, xxii. As Joanna Bourke writes, ‘the disillusionment thesis sits
too heavily on a small number of writers and artists such as Siegfried Sassoon, Wilfred
Owen, Edmund Blunden, Robert Graves, Wyndham Lewis and Paul Nash. These were self-
proclaimed truth-tellers who may or may not be regarded as representative’. Bourke,
Dismembering the Male, 29

132 Winter, Remembering War, 76.
133 Winter, Remembering War, 43–4.
134 1917, cinema, directed by Sam Mendes (Los Angeles: Dreamworks, 2019).
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trauma treatment in Britain. But, nevertheless, this musical culture and ethos, as
represented in The Hydra, illuminate a pivotal moment in the history of intersec-
tions of music and trauma historically. Although rooted in nineteenth-century
ideas about music, movement and narrativizing the past, Craiglockhart’s sound-
scapes also put into motion twentieth-century discourse about the legitimacy of
a trauma diagnosis, and the potential for music’s role in recovery processes.
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