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WAR AND PEACE IN THE ARTS

Nuclear deterrence in this perspective is necessaty to prevent
war and to enable peace and security. John J. Mearsheimer
adds that the Cold War period was largely peaceful because of
the bipolar distribution of power, the “rough equality of mil-
itary power between the two polar states,” and the presence of
nuclear weapons that made deterrence “far more robust”
(Mearsheimer, p. 9). Proponents of this view add that while
we have to be judicious in the decisions to engage in war to
preserve our values, we also have to develop military capabil-
ities suited to our moral commitments. Although increasing
military capacity might increase tensions, they act as a deter-
rent to possible attacks, but most importantly, they will be ad-
equate means to defend our values if we are forced to do so.

International organizations that attempt to create a forum
for international diplomacy and peacemaking have less signif-
icance in the realist perspective. John Gerard Ruggie argues
that realism has failed to grasp the integral role of international
institutions like the United Nations in promoting cooperative
and multilateral ways of maintaining peace and preventing
wars. Criticisms against the notion that nuclear deterrence is
one of the strongest means of preventing wars are prolific. Al-
though quite varied, many of them see world politics as so-
cially constructed, that is, that international politics are social
rather than material and that structures shape identities inter-
ests and behavior. Structures are considered “discourses” made
up of shared knowledge, material resources, and practices. Here
the emphasis is not on human nature but rather on the social
relationships that are forged and the complex interplay be-
tween leaders, state structures, and civil society. Feminists cri-
tique the realist paradigm by questioning the “denial of female
images and female-linked imperatives” in the foundational as-
sumptions about human nature, the character of states, and
the international system (Elshtain, “Just War as Politics,”
p. 261). Even in just-war theory, men are considered the sol-
diers or just Christian warriors, while women are relegated to
the private sphere, the “beautiful soul” who is peaceful, fru-
gal, and self-sacrificing. A reevaluation of war and peace from
a feminist perspective energizes the debate on the causes of war
and appropriate and acceptable behavior during war. The use
of rape as a weapon of war, used in Ttaly in 1943 and in Bosnia
in the carly 1990s, has become part of the international hu-
man rights agenda but is also crucial to determining the pa-
rameters of jus in bello and to the idea that with constantly
changing “means” of war, the war conventions must be open
to change as well.

See also Christianity; Machiavellism; Peace; Terror.
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Movindyi Reddy

WAR AND PEACE IN THE ARTS. Depictions of vi-
olence have been part of human culture for millennia. What
began as an effort of early humans to come to terms with the
awe-inspiring power of weapons to kill their prey, and thus
sustain human life, or ward off danger (for example, the cave
paintings of Altamira, Spain) has evolved into a complex so-
cial code to help us try to make sense of total war, which in-
dustrialization and the modern nation-state made possible
during the twentieth century.

The Military Leader

The most common image of war is that of the military leader,
typically depicted on horseback or in a chariot, leading his
troops into battle, and vanquishing the enemy. Before the late
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nineteenth and twentieth centuries, a king or an emperor had
to be a skilled military leader in order to seek, obtain, and
maintain political power. Thus, depictions of his military suc-
cesses were an important means of demonstrating to his sub-
jects and would-be challengers the king’s legitimacy as a ruler.
These images were displayed on the bas reliefs of public build-
ings and temples, and as statuary in public places where as
many people as possible could see and admire their achieve-
ments. Such images were also created for private viewing, usu-
ally to remind the ruling elite of the king’s power and legitimacy.
Paintings commissioned by the king or emperor would show
the leader in various idealized poses as brilliant battlefield
commander or god-anointed ruler.

The Heroic Soldier

The second most commonly depicted individual in war art is
the heroic soldier. In the Western world the characteristics of
the archetypal hero were defined in Homer’s ninth-century
epic poems about the Trojan War, the Zliad and the Odyssey.
The Homeric hero, as personified by Achilles, was courageous
in battle, loyal to his friends and comrades, and quick to anger.
He suffered grievous loss, sometimes even death, and was cu-
riously attracted to the thrill of battle but was equally appalled
by its horrifying consequences. In the visual arts the Homeric
heroes were repeatedly depicted in the red and black figures
of painted Ancient Greek pottery. The image of Ajax carrying
the body of Achilles is particularly poignant as it reminds the
viewer that death often accompanies heroic actions on the

battlefield.

More commonly the hero has been depicted as the pro-
tector of society who symbolically defeats the enemy as snake
or dragon, as demonstrated by the innumerable depictions of
Saint George, who was adopted as the patron saint of England
in the fourteenth century. Or the hero is depicted, often on
horseback, leading his troops into battle with firm conviction
of the high moral purpose of the battle about to be fought, as
when William the Conqueror leads his troops into the Battle
of Hastings (1066) in an early piece of war propaganda, the
Bayeux Tapestry.

It was sometimes acknowledged that to be a hero one had
to be a little bit mad. To willingly face physical harm or death
and to be able to urge one’s fellows to do likewise and to lead
them inco battle required a sense of commitment that might
appear to verge on madness. Albrecht Diirer caught this in his
copper engraving Knight, Death, and the Devil (1513), where
the steadfast knight, accompanied by his loyal dog, looks in-
tently forward, trying to avoid the distractions of Death, who
brandishes his hourglass, and of the Devil, who leers at him.

Two countertypes stand in contrast to the model of the
heroic soldier: the heroic female soldier, or “warrior queen,”
and the antihero. Many wartior queens who led nations but
not armies into battle wished to show themselves the equal of
their male counterparts, at least in works of art. A coronation
painting of Empress Catherine II of Russia (r. 1762-1796)
shows her on horseback, in uniform, holding a sword but with
armed troops almost hidden in the background; Maria Theresa
of Austria also wanted to be painted on horseback but, although
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she brandishes a sword, she wears robes, not a military uni-
form, and sits side-saddle.

Actual warrior heroines like the ancient Briton, Boadicea, are
depicted riding a chariot (a bronze statue by Thomas Thornycroft,
1902) or standing on a slight rise above her troops exhorting
them to battle; Amazons were depicted on an equal footing
with Greeks in art; Joan of Arc is often depicted wearing full
armor but kneeling in prayer or standing with a battle stan-
dard, and less frequently on horseback. In India, the Rani of
Jhansi, who led men into battle against the British in 1858, is
depicted on horseback and brandishing a sword.

The Robin Hood of legend was the classic antihero—an
aristocrat who donned the garb of ordinary peasants and took
up their cause of opposing taxation and other feudal obliga-
tions while an absentee king fought in foreign wars. Courage
and resistance are among the hallmarks of the antihero. John
Simpson Kirkpatrick, an Australian soldier who served in the
Gallipoli front (Turkey, 1915) in World War I, demonstrated
his courage not by killing the enemy but by rescuing the in-
jured, often under fire, and bringing them back to the first aid
stations on the back of his donkey. The image of “Simpson
and his donkey” became a potent one in photographs, posters,
and, later, statues. It was used both as propaganda for
Australian recruitment and as an antiwar statement of how one
man turned his back on the killing and sought to save life.

Civilian Casualties in War

Jacques Callot’s series of etchings 7he Miseries of War (mid-
seventeenth century) was the first attempt to depict the im-
pact of war on civilians. Callot’s finely detailed etchings of
war-ravaged Lorraine during the Thirty Years War (1618
1648) show pillaged farm houses, burning churches, and the
raping and killing of peasants by marauding soldiers and de-
serters. But this is not a thoroughgoing antiwar perspective;
rather, it shows what happens when legitimate authority tem-
porarily breaks down and soldiers become an ill-disciplined
rabble as a result. A good Catholic and monarchist, Callot con-
cludes his series with the just punishment and rewards meted
out by the absolute monarch according to God’s will, no
doubt—the wicked soldiers are hung en masse and the well-
disciplined officers get their monetary rewards and promotions.

Francisco Goya (1746-1828) achieves a more consistent anti-
war perspective in his graphic depiction of the horrors of guer-
rilla warfare in Spain under the occupation of Napoleon’s
troops (1808-1813). His adoption of enlightened ideas of rea-
son and the natural rights of man meant that Goya regarded
as a crime and a disaster what others had accepted previously
as inevitable, namely the killing of civilians. The particular cir-
cumstances of the guerrilla war in Spain brought this aspect
of war into particularly sharp focus. His series of eighty-three
etchings, The Disasters of War (1810-1814; published posthu-
mously because of their radical perspective and graphic depic-
tion of atrocities), documents the horrors commirted by both
sides—the Spanish people fighting a foreign occupying army
and the French rooting out “terrorists” in order to bring the
ideals of the French Revolution to an apparently unwilling
populace.
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THE WORLD WARS IN FILM

From the earliest years of moving pictures the
topic of war provided exciting and attractive ma-
terial. At first, directors “restaged” current events
such as the Spanish-American War, the Boxer Re-
bellion in China, or the Boer War in South Africa
in order to entertain and “inform” movie-goers.
During World War I all sides rushed propaganda
movies into production in order to show the en-
emy in the worst possible light and to bolster pop-
ular support for the war. The need of the modern
military for intelligence and training required peo-
ple skilled in photography, so it is ironic that
many individuals who would go on to make war
movies in the 1920s and 1930s (sometimes anti-
war movies) got their training during World War
I serving in military intelligence. One such indi-
vidual was the American Lewis Milestone who
went on to make the classic antiwar movie A//
Quiet on the Western Front (1930).

Important films about World War I include
William Wellman’s Wings (1927) with its spec-
tacular and thrilling aerial combat sequences;
Milestone’s All Quiet on the Western Front, which
defined the genre of the anti-war film for decades
to come; Jean Renoir’s The Grand Illusion (1937),
a subtle French film about how class, race, and
language divide men even more than nationality;
Stanley Kubrick’s Paths of Glory (1957), which
shows how ambitious generals use war to promote
their own careers at the expense of the enlisted
men; Joseph Losey’s King and Country (1964), a
grim film that questions the British policy of ex-
ecuting soldiers for suffering mental breakdown
under extreme combat stress or “shell shock”; and
Peter Weir's Gallipoli (1981), which forces Aus-
tralians to question the wisdom of fighting for the
concept of “Empire” so far from home.

During World War II Hollywood threw its
whole-hearted support behind the war effort and
produced a large number of “combat films” de-
signed to boost recruitment into the armed forces
and morale on the home front. The formula for
these movies was to take a diverse group of “typ-
ical Americans” (e.g., an Italian from New York,

a Texan, a midwesterner, a Californian, a Jew, an
Hispanic, and so on) and show how they over-
came their differences to become a coherent
fighting unit dedicated to achieving the govern-
ment’s war aims. Typical of this genre is Bazan
(1943), directed by Tay Garnett, and Guadal-
canal Diary (1943), directed by Lewis Seiler.

Only rarely toward the end of the war and oc-
casionally afterwards did more critical and
thoughtful films emerge that looked beyond the
established stereotypes. John Ford’s They Were
Expendable (1945) hints at the futility of what
some men were asked to do, while Sam Fuller’s
autobiographical film The Big Red One (1980)
suggests that personal survival and loyalty to the
platoon is what motivated men, not grandiose
schemes dreamed up by politicians; Keith
Gordon’s A Midnight Clear (1992), based upon
William Wharton’s autobiographical novel set
during the Battle of the Bulge in December 1944,
suggests that fear, chaos, and incompetence de-
termined the outcome of battle.

Hollywood continued to produce blockbuster
movies about World War II well into the 1960s,
until the Vietnam War began to sour the taste for
celebratory war movies. The Longest Day (1962),
directed by a committee of Andrew Marton, Ken
Annakin, and Bernhard Wicki, based on the book
by Cornelius Ryan about the Normandy invasion
in June 1944, and The Bartle of the Bulge (1965),
also directed by Ken Annakin about the last coun-
terattack by the Germans in December 1944, were
the last gasp of this type of World War II movie.

The Furopean and Japanese perspective on
World War II was quite different, as one might
expect. Societies that either had done the con-
quering and occupying (like Germany and Japan),
or had been conquered, occupied, and then di-
vided into resistors and collaborators (like the
French, Italians, Poles, Russians, and so on)
would be expected to see the war in a different
light than the Americans, Britons, and Australians
who had not been conquered and occupied.

(continued on the next page)
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THE WORLD WARS IN FILM

(continued from previous page)

German war films about World War II have
been understandably few and far between. In the
last months of the Nazi regime, enormous re-
sources were expended in the making of “histor-
ical films” like Kolberg (1945), directed by Veit
Harlan; these were designed to rally the German
people to one last stand against the “invading”
allied armies by reminding them of successful
heroic last stands put up by German Baltic towns
like Kolberg as Napoleon was marching toward
Moscow. But generally Germans preferred to for-
get the war years as they rebuilt their lives and
enjoyed the benefits of the post-war economic
miracle. Low budget films like Bernhard Wicki’s
Die Briicke (The Bridge, 1959) sometimes ap-
peared but they were rare. Wicki shows a group
of conscript teenage boys forced to pointlessly de-
fend a minor bridge against advancing American
tanks as the Nazi regime crumbles. Death for all
naturally ensues. Higher production values were
used to make Die Blechtrommel (The Tin Drums
1979), directed by Volcker Schléndorff and
based on the novel by Giinter Grass, but the
point it may have been trying to make is lost in
the bravura performances of the cast. A major in-
ternational success came with the submarine
drama Das Boor (The Boat; 1981), directed by
Wolfgang Petersen, which brilliandy shows the
claustrophobic nature of submarine warfare in
the Atlantic, but which completely clouds the is-
sue of why men fought so desperately for the Nazi
regime. It took an American director, Sam
Peckinpah, notorious for his violent westerns, to
take a German autobiographical novel about the
appalling conflict on the Eastern Front and turn
it into a film designed to debunk comfortable
Hollywood films about World War II— Cross of
Iron (1977). Its depiction of the brutal fighting on
this front is only equaled by the Russian director
Elem Klimov’s Idz i smotri (Come and See; 1985).

The French were also reluctant to confront the
painful issues raised by defeat, collaboration, and

resistance. An eatly film by Réné Clément, Lz
Bataille du Rail (1946), depicts French railway
workers as resistance fighters, and thus by exten-
sion all French people as heroic, thereby glossing
over the issue of collaboration or apathy. A later
film by Clément, Jeux interdits (Forbidden Games;
1952), follows parentless children traumatized by
the 1940 invasion of France as they retreat into
parodies of Catholic death and the burial rituals,
their subjects deceased farm animals.

The very few Japanese films about World War
II did not appear until the late 1950s as the
Japanese people, like the German people, either
strove to forget the war or were prevented by the
censorship laws of the occupying Americans,
which forbade patriotic war films or films that
were critical of the United States. Kon Ichikawa
made a pair of disturbing films, Biruma no tate-
goto (The Harp of Burma; 1956), about a Japan-
ese soldier in Burma who refuses to be repatriated
with his unit at the end of the war until he has
made amends by dressing as a Buddhist monk,
searching out the unburied corpses of the war
dead and burying them himself; and Nob: (Fires
on the Plain, 1962), about a soldier who is
trapped in the jungle by the advancing American

forces in the Philippines, in February 1945, and

is forced to endure hunger and disease rather than
surrender. At the same time, Masaki Kobayashi
made a nine-hour trilogy, Ningen no joken (The
Human Condition; 1959-62), about a young man
who worked as a manager in a mine in Manchuria
that uses Chinese slave labor; he is conscripted to
fight in the Imperial Japanese Army in China and
endures the brutality of Japanese army discipline,
and then, after the Japanese army collapses, is
forced to walk back to his homeland to escape
the advancing Red Army. After this very promis-
ing start, Japanese treatment of war in film vir-
tually disappears as the “economic miracle” of the
1960s preoccupies everyone’s mind. So when dis-
tribution in 1990 is sought for Blood Oath (di-
rected by Stephen Wallace, it is also known as
Prisoners of the Sun), an Australian film about the

(continued on the next page)
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(continued from previous page)

brutal treatment of POWSs on the island of
Ambon in Indonesia, few Japanese people have
ever heard of these events (Japanese school text-
books carry no mention of them) and no main-
stream cinemas are willing to show the film.

After having dropped out of fashion due to
the traumas resulting from the Vietnam War, the

THE WORLD WARS IN FiLM

World War II movie made a come-back in the
late 1990s with Steven Spielberg’s Saving Private
Ryan (1998). This film cleverly combines many
elements of the traditional World War II com-
bat movie with just a hint of the criticism that
had emerged previously in films like Fuller’s /e
Big Red One, namely that men fight more for
their immediate comrades and in order to sur-
vive, rather than for abstract, lofty ideals.

In the twentieth century the widespread use of the camera
made possible the depiction of the impact of war, especially
total war, on civilian populations in much greater detail: whole
cities reduced to rubble by “carpet bombing” during World
War II; a naked Vietnamese girl running toward the camera
with her napalm wounds exposed; a room full of human skulls
in Cambodia. In the early twenty-first century the small and
cheap digital camera made possible the graphic depiction of
the treatment of Iragi prisoners in Abu Ghraib prison camp.
Among the outright pornographic is the iconic image of a
hooded and cloaked Iraqi with arms outstretched, Churistlike,
with wires from his extremities hooked up to some source of
electricity. The camera is able to capture and reveal two ex-
tremes of war’s impact—the personal and individual suffering
that war causes, and the panorama of mass destruction—but
the middle ground seems to be missing.

Photographic images that have become closely associated
with the Holocaust are pictures of rooms full of victim’s shorn
hair, spectacles, shoes, empty suitcases, and boxes of gold fill-
ings extracted from inmates’ teeth—the by-products of the in-
dustrialized process of killing human beings and recycling their
property. In camps like Theresienstadt, art work by inmates
was sometimes officially commissioned or tolerated by the Nazis
as a useful diversion. In other camps, making sketches or draw-
ing was strictly forbidden, and inmates were severely punished
if they were caught. Yet, many did make a visual record of
their experience in the camps, and some returned to the topic
in paintings they made after the war ended. The themes dealt
with by camp artists include portraits, images of daily hard-
ships, images of death and dying, and gallows or black humor.
The art produced in the Nazi camps is extraordinary testimony
to the will to survive of human beings and to the deeply felt
need to document human experience.

The atomic bombing of Hiroshima and Nagasaki, Japan,
by the United States in World War II also gave rise to new
images of war. The image of the mushroom-shaped cloud pro-
duced by the explosion of an atomic bomb is now universally
recognized. What is less well known is the art produced by the
people on the ground who lived through the explosion. In
1976 the Japanese Broadcasting Corporation, NHK, collected
images drawn by survivors of the atomic bomb blast. The
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pictures (published in Unforgettable Fire), all drawn by ama-
teur artists, provide a moving and very different set of images
of atomic warfare. A number of images that appear repeatedly
in their work include bloodshot and bleeding eyes; people
walking about naked; and people walking about with what ap-
pear to be rags or cloth draped over their bodies but which are
in fact sheets of burnt skin that have peeled away. Many walked
with their arms outstretched, held away from their body in or-
der to prevent the burnt flesh from rubbing. In Japanese cul-
ture, this is the way ghosts walk. The atomic bomb victims
had been transformed into living ghosts.

In spite of the camera’s success in capturing the experience
of war in the twentieth century, perhaps the most powerful and
best-known depiction of innocent civilians in war is Pablo
Picasso’s mural Guernica (1937), inspired by the bombing of a
Basque town by German fighter bombers serving with the
Nationalists during the Spanish Civil War. In a complex,
triangular structured painting Picasso depicts burning houses
surrounding a square, a woman calling out a warning to others,
a mother holding her dead baby, 2 woman running from the
mayhem, a fallen and broken statue of a warrior, a stabbed and
screaming horse. In spite of the fact that much worse atrocities
against civilians were perpetrated and depicted in the second
half of the twentieth century (or perhaps because of it), the power
of this painting still shocks nearly seventy years after its creation.

The Ordinary Soldier in Battle

Like civilians, the osdinary soldier was largely invisible in war
art until the nineteenth century. Only when mass conscript
armies of citizens took to the field after the French Revolu-
tion and the Napoleonic Wars had revolutionized the nature
of warfare did artists and photographers begin to take notice.
The emergence of mass circulation newspapers, the technol-
ogy to cheaply reproduce sketches and photos, a reading pub-
lic interested in the fate of their fathers and sons on the
battlefield, and a growing liberal concern for the welfare of the
ordinary soldier, were also contributing factors.

During the American Civil War, artists like Winslow Homer
(1836-1910) produced a steady stream of illustrations of
battles (usually not personally witnessed but reconstructed
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afterward) and of the life of the ordinary soldiers in their
camps. Many of these camp illustrations show the boredom of
soldiers with nothing to do while they wait for the next bloody
battle. Photographers like Matthew Brady, Alexander
Gardner, and Timothy H. O’Sullivan revolutionized the de-
piction of war with their images of the dead littering the bat-
tlefield, or of the execution of rebels by hanging.

World War I produced a number of gifted war artists whose
visual record of the war is significant. Among these is the
German graphic artist Otto Dix, who served from 1914 to
1918 and saw action on the Western Front. His most inter-
esting work consists of a set of fifty etchings simply called Der
Krieg (1924; The war) and some oil paintings, especially the
disturbing War Triptych (1929-1932). Iconic images of World
War I include the desolation of the landscape caused by the
incessant shelling and the digging of trenches along the West-
ern Front. In Der Krieg Dix shows how ordinary soldiers dealt
with these appalling conditions—they became one with the
earth in both death and life. In death their bodies were liter-
ally consumed by the soil and the worms (the worm-riddled
Skul; in life they spent their lives covered in dirt and living
in holes and trenches dug in the earth (Feeding-Time in the
Trench). The only hope for life seems to be the flowers and
worms that grow out of the craters and skulls of men. In the
War Triptych Dix takes the traditional Christian image used
to portray the life, death, and resurrection of Christ and ap-
plies it to the front-line soldier in the trenches.

The experience of ordinary soldiers who were captured by
the enemy was largely hidden from public view during World
War II and did not surface until well after their release. Cam-
eras were forbidden, of course, and those prisoners who were
caught keeping diaries or making sketches were severely pun-
ished. Nevertheless, some prisoners of war (POWs) were able
to keep their diaries and sketches and publish them after the
war. British soldier-artists such as Ronald Searle and Jack
Chalker, captured after the fall of Singapore in 1942, were sent
to work building the Thai-Burma railways as slave workers for
the Imperial Japanese Army. In their art they document the
brutal treatment the POW's received as many of their comrades
were worked to death. They produced images that have a num-
ber of similarities to those produced by European victims of the
Nazi Holocaust—emaciated, sick bodies lying on flimsy beds
and brutal captors with batons and rifle butts ready to beat
them. Of the 60,000 POWs who worked on the railway nearly
one third died. Not surprisingly, their anger at their treatment
tinges their arc with racist depictions of their oppressors.

Bringing War to an End

The formal ending of a state of war is commonly achieved by
means of a surrender, armistice, or peace treaty. For the los-
ing party there is no pleasant way to accept defeat. For the vic-
tor, there is an opportunity for propaganda, as a number of
works of art demonstrate. The seventeenth-century Spanish
painter Diego Velasquez was commissioned by the Spanish
court to contribute to a series of victory paintings during the
Thirty Years’ War. His Surrender of Breda (1634-1635) shows
Justin of Nassau handing the keys of the besieged Dutch city
of Breda to the marchese Spinola in 1625 after the city had
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endured a terrible ten-month siege. Both men have their hars
off, as equals might greet each other, and the Spaniard has his
arm on the Dutchman’s shoulder in a conciliatory gesture.
Given the impact of a siege on a civilian city such a gesture
might seem somewhat inadequate, but it was how the Span-
ish wished to be seen in victory.

A less generous depiction of a surrender, but no less pro-
pagandistic, is a popular Japanese woodcut that shows the
Russian surrender of the fortress of Port Arthur to the Japan-
ese in 1905, also after a long siege. The Japanese officers stand
with their hats on under the shelter of a tent that flies the
Japanese flag. The Russian officers stand humiliated in the snow
outside the tent with their hats off submissively, waiting to
sign the surrender papers. The battle is significant because it
was the first time an Asian military power had defeated one
of the great powers of Europe. Thus the Europeans had to be
humiliated as well as defeated.

The humiliation was returned forty years later, when the
Japanese formally signed surrender documents on the deck of
the U.S. battleship Missouri on 2 September 1945. The offi-
cial American military photograph shows the Japanese party
literally surrounded by Allied personnel as they approach the
signing table. Immediately above them and to the side, dozens
of American enlisted men sit on the ship’s giant guns with
their feet dangling over the side. They will not show any re-
spect by standing for the Japanese delegation. Directly over-
head, at the moment of the signing, 400 B-29 bombers and
1,500 naval fighters flew past, drowning out all words. The
surrender was total, unconditional, and utterly humiliating.

The American painter Winslow Homer took a different ap-
proach to the end of war. In The Veteran in a New Field (1865),
a Northern veteran has taken off his jacket and canteen and put
them to one side. He has taken up a scythe and begins to hat-
vest a field of wheat. We can imagine that, like the Roman leader
Cincinnatus (b. c. 519 B.C.E.), who left his farm to assume the
dictatorship of Rome and defend it from its enemies only to re-
linquish that power and return to his farm, this veteran has
turned his back on war and taken up peaceful and productive
agricultural labor. The image brings to mind the biblical verse:
“And they shall beat their swords into ploughshares, and their
spears into pruning hooks; nations shall not lift up sword against
nation, neither shall they learn war any more” (Isaiah 2:4).

See also Arts; Cinema; Gender in Art; Humanity in the Avts;
Pacifism; Peace; War.
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David M. Hart

WEALTH. Wealth has been viewed as a blessing and as a
curse; as a prerequisite of virtue and an embodiment of vice;
as an expression of merit and of fault. This nonexhaustive list
illustrates that not only is the history of wealth a history of con-
tention, it is also intimately bound up with moral evaluations.
These differing evaluations themselves indicate a range of di-
vergent cultural judgments. “Wealth,” however, is not simply
an item of moral discourse. It has a central place in political
and economic vocabularies. While there is, perhaps, a core link-
age with the notion of “resources,” that itself is an elastic cat-
egory, referring to “goods” both tangible and immaterial (such
as clean air, a healthy environment, and general quality of life).
Wealth with all its cultural and ethical connotations is applied
descriptively to an individual (the “rich man”), to a group or
class of individuals (“the wealthy”), and to a country or, as in
the title of Adam Smith’s famous book, to nations.

With this range of reference it is unsurprising that most of
the established “great thinkers” in what is unreflectively labeled
the “Western tradition,” from Aristotle to St. Thomas Aquinas
to Jean—Jacques Rousseau to Karl Marx to Thorstein Veblen,
have had something to say on the topic. But the issues and de-
bates are neither exclusively Western nor intellectual. Most of
the great religions include in their teaching some reference to
wealth, though not without manifesting the idea’s con-
tentiousness. In addition, wealth plays a ubiquitous role in so-
cial and cultural life from grave goods to potlatch ceremonies.
An attempt will be made in this entry to represent this range
of concern, though its major focus will be on the place of wealth
in Western intellectual debates.

The entry is organized along two axes—thematic and
chronological. Thematically, the discussion is organized in
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terms of two basic associations—wealth and virtue, and wealth
and power. Fach theme is explored in rough chronological
order—charting the history of wealth’s interactions with virtue
and with power. Throughout these explorations three questions
will implicitly recur: What is wealth? that is, what is supposed,
in different times, with respect to virtue and power, to consti-
tute it; Who has it? that is, what is supposed similarly about
its distribution; and, closely related, Why or on what grounds
does X rather than Y have that item of wealth? that is, what is
supposed to justify or legitimate the distribution.

Wealth and Virtue

Historically the association between wealth and virtue has been
viewed both positively and negatively. These will be examined
in turn.

Positive. Aristotle (384-322 B.C.E.) identifies “liberality” as
a virtue that is the mean between prodigality and illiberality.
The context is money or wealth. The liberal man (the gender
is not incidental) will “give with a fine end in view, and in the
right way; because he will give to the right people, and the
right amounts, and at the right time” (Aristotle [1976]
p. 143:1120a25). When acting liberally, it is the disposition
that matters, not the sum or sort of resources. Though giving
is more virtuous than receiving, nonetheless, the “liberal” will
accept wealth under similar constraints. The most important
source of wealth is the ownership of property, especially landed
property. This ownership is associated with other estimable
traits such as responsibility, prudence, and steadfastness. By
exercising these virtues, wealth qua landed property is sustained
so that, accordingly, there are resources available with which
to act liberally. Importantly, wealth thus understood imposes
obligations; it does not reflect an acquisitive mentality and it
is not valued for its own sake.

Although worlked up theoretically by Aristotle, this link be-
tween wealth and obligation and the stress on the use made
of wealth is pervasive. The early Christian theologian St.
Clement of Alexandria (c. 150-between 211 and 215) does
not subscribe to the asceticism prescribed by many of the
church fathers but, nonetheless, instructs that wealth is to be
used for charitable purposes and not retained possessively. This
is echoed in the Koran, and, somewhat similarly, in Hindu
teaching wealth (artha) needs to be cultivated but by virtuous
means so that the wherewithal is possessed that goodness may
be exercised. This is an attribute of many cultures. The form
this often takes is of hospitality. The Israclites in the Old
Testament are enjoined to give succor to the improvident,
while for Kalahari bushmen, and many others, wealth exists
to be shared. In these latter examples it is less that wealth calls
forth individual virtue than it manifests a cultural norm of rec-
iprocity. In both cases, however, wealth is justified as a means
to further good ends.

This understanding of the importance of wealth, and its jus-
tification, has endured beyond its presence in Aristotelian the-
ory and cultural practice. Only if one is wealthy can generosity
or charity—whether by the Good Samaritan or by million-
aires—be exercised and only if a society is wealthy can it sup-
port extensive welfare programs. In a just society, according to
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