Read This Passage by Dylan Thomas and find quotes to prove his arguments: Richard James Daniel Morton
Dylan Thomas said:

There is no contradiction here. The studious, healthy young man with a love of poetry, as we see him set against the safe background of school, university, and tutordom, is precisely the same as the sombre but radiant, selfless, decrying and exalting, infinitely tender, humble, harrowed seer and stater of the "Anthem for Doomed Youth" and for himself. There is no difference. Only, the world has happened to him. And everything, as Yeats once said, happens in a blaze of light.

Implication: at this point he hasn’t completely become cynical – only the world around him has changed

Quote from the critic:

Quote from the poem: 

Technique: 

Effect: 

Read This Passage by Paul Norgate and find quotes to prove his arguments: Ben M 
Paul Norgate wrote:

"The shrill, demented choirs of wailing shells" inscribes the madness of no man's land where the "monstrous anger of the guns" and the "wailing shells" are metonymie of a war that is become its own cause for continuing. Owen's sonnet bitterly contradicts the central premiss of "A Soldier's Cemetery," which (for all its reiteration of "lonely" and "unknown") comprises a series of essentially positive statements: "there is a shrine &war shall cease &," the cemetery will be found, "fame [will] descend," and so on. All such consolatory possibilities are dismissed as mere 'mockeries' by the relentless sequence of questions, negatives, and quasi-negatives in "Anthem." Owen's comprehension of the war discovers no "plot" (of any kind), however "broken," to offer the reassurance of ultimate meaning or significance--"What passing-bells for these who die as cattle?" Streets's final couplet elevates "each simple cross" into a heroic memorial to many losses, and thus effectively obscures the true implications of the disparity between the (small) number of marked graves and the (unspecified, unimaginable) number of dead. But in "Anthem" the enormity of the slaughter precludes any of the traditional rituals of consolation or mourning; all that remains is the suffering of unfocused grief down an endless recession of time, and "each slow dusk a drawing down of blinds."

An attempt to emulate Siegfried Sassoon is characteristic of many of Owen's early war poems, but "Anthem for Doomed Youth" (although Sassoon's presence is evident in manuscript corrections) is more usually cited as an example of Owen's debt to the Romantic tradition. However, comparison with Soldier Poetry, as exemplified in "A Soldier's Cemetery," reveals how "Sassoonish" "Anthem" may in fact be, refusing not only the memorializing rituals of organized religion itself but also the rhetorical tradition which offers poetic memorials as either complementary to, or a substitute for, religion. Reaching beyond mere polemic or specific parody, Owen's poem begins to envisage the chaos of war as an unending condition of modern existence, every individual bearing somewhere ("in their eyes &brows &minds") its scars.

Read This Passage by Ramazani and find quotes to prove his arguments: Michael and Nicola

Daniel Kagan and Jess
Ramazani:

In poems such as "Anthem for Doomed Youth," "Futility," "Mental Cases," and "Miners," Owen exemplifies the paradox of many modern elegies: that the best are frequently the most anti-elegiac. In his draft Preface, Owen states, "these elegies are to this generation in no sense consolatory." Owen's melancholic elegies, like Hardy's, make it harder to interpret the elegy solely under the aegis of the pleasure principle, harder to maintain normative explanations of the genre as psychic remedy. Resisting the traditional drive toward solace, his elegies magnify the masochism latent in the genre. Critics have noted the "sadomasochism" of Owen's prewar poems; this quality may suggest that we should think of Owen's poetic sensibility not only as a by-product of the painful facts of war but as a sensibility in search of such facts. If even Owen's apparently realistic work is symbolically implicated in the production of the horrible pain and death it laments, then another key assumption about the elegy as a genre and the war elegy as a subgenre becomes problematic: that they are irreducibly "occasional" forms of poetry. Owen's work helps us to rethink the elegiac triad of mourning poet, mourning reader, and mourned victim, eerily suggesting that, even in war elegies, both poet and reader may partly create the victimization they mourn.

Although Owen claims to write nonconsolatory elegies, his best-known poem has been attacked precisely for being consolatory. Following Geoffrey Hill and Peter Dale, Jon Silkin accuses Owen of "consolatory mourning" in "Anthem for Doomed Youth." According to this critique, Owen participates in the religious and nationalist ideology of compensatory exchange, urging us to accept memory as a substitute for human lives. Certainly the elegy is more consolatory than such selfexcoriating war elegies as Hill's "Two Formal Elegies" written "For the Jews in Europe"--later poems that scrutinize their complicity in the repellent exchange of "song" for lost life&.

Against the severe standard of a later generation, Owen's poetry does fall short, particularly the sestet of "Anthem for Doomed Youth." But "consolatory" and "nonconsolatory," like "mourning" and "melancholia," should be regarded as matters of degree and not of kind: Owen's poetry is less melancholic, less anti-consolatory than Hill's, but much more so than the poetry of most predecessors and contemporaries. Whereas Hill, Silkin, and other postwar writers must mourn in the shadow of the Holocaust and must disentangle their elegiac work from the vast commercial industries of the visual media, Owen's poetry precedes this historical cataclysm and the subsequent mass-marketing of atrocity for profit--films, shows, documentaries that, from Hill's perspective, ultimately make "their long death / Documented and safe" and leave us "witness-proof." Writing long before the ascendancy of such commercial genres, Owen responds to a different set of cultural intertexts. Notoriously, Rupert Brooke in "The Soldier" finds compensation for the loss of his life in the consequent expansion of England, lit- eralizing imperialist ideology:

Brooke wagers his death for England's continued life. Unlike the victims in this patriotic war elegy and many others, Owen's dead never achieve apotheosis in the ideal of the state. Casting aside such consolations, Owen's elegies reject the broad current of patriotic verse and join the countercurrent not only of war poems by Siegfried Sassoon, Ivor Gurney, and Isaac Rosenberg, but also the international melancholic mode of Hardy's War Poems, Stevens's "Death of a Soldier," and Yeats's "Reprisals." Together with the authors of such poems, Owen helped to make the elegy a more disconsolate and discordant genre--a genre less contaminated by its likeness to the compensatory discourse of patriotic propaganda.

To the experience of modern warfare, Owen brought a profound but skeptical understanding of the resources available to the mourning poet. In the sonnets "Anthem for Doomed Youth" and "Futility," he powerfully resists and revises the traditional tropes, conventions, and economics of elegy. "Anthem" is a collective elegy for the nameless many, "Futility" an elegy for a single man. "Anthem" is consolatory in its ending, "Futility" resolutely anti-consolatory. Silkin objects that "Anthem" ends in the mode of pastoral elegy, falsifying the deaths of the soldiers; but we can appreciate the poem's overall transformation of pastoral elegy only if we take into account its initial bleak joke on the genre. Whereas the death of an individual shepherd traditionally moves animals to mourn, many die here, and their deaths cannot be sorrowful to the animals since the dying soldiers are themselves the herd:

The Mourner’s Kaddish:

English
Compare and Contrast “The Mourner’s Kaddish” and the Poem – B and E
Magnified and sanctified be G-d's great name in the world which He created according to His will. May he establish His kingdom during our lifetime and during the lifetime of Israel. Let us say, Amen. 

May G-d's great name be blessed forever and ever. 

Blessed, glorified, honored and extolled, adored and acclaimed be the name of the Holy One, though G-d is beyond all praises and songs of adoration which can be uttered. Let us say, Amen. 

May there be peace and life for all of us and for all Israel. Let us say, Amen. 

Let He who makes peace in the heavens, grant peace to all of us and to all Israel. Let us say, Amen. 

http://history1900s.about.com/library/holocaust/blkaddish.htm
