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an art Eliot subsequently mastered.) Bertrand Russell,
a guest professor at Harvard, recorded his impression of
1 letters to Lady Ottoline Morrell: “very well dressed and
hed with manners of the finest Etonian type . . . ultracivi-
nows his classics very well, is familiar with all the French
asture from Villon to Vildrach, and is altogether impeccable
taste but has no vigour of life—or enthusiasm.” The date

s 1914. Eliot, a twenty-six-year-old graduate student in philos-
hy, was about to leave on a Sheldon Fellowship for study in
many and England. In another fifteen years he would con-
literary London, but this future was utterly undreamed-of,
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he intended to become a university professor of philosophy.
liot’s demeanor, which he had achieved by this time, was not
least of his works of art and had much to do with his subse-
t authority in the literary world. It changed somewhat as
ears went by; in younger days he was relatively more ele-
and occasionally waspish (some of his college friends called
“1setse” alluding both to his initials and to the celebrated
ung fly), and in later years he was more owlish, clerical, and
volent. But till the end of his life one encountered on meet-
him the sober three-piece suit, the “necktie rich and modest”
& that of Prufrock, the black hair plastered down, the precise
ersation in complete sentences, the unbending reserve, pro-
ety, and courtesy. He amused some persons as an eccentric
he overawed more, arousing their insecurities. In short, he
a5 formidable, though he could not have been so through his
ring alone. It was rather the combination of this with intellec-
al acuteness, force of character, disinterested purpose, moral
ensity, and dangerousness-—for one could be ambushed by a
b or a sneer-—that gave him his personal ascendancy.
erature,” as Samuel o 31 He had been reading and writing verse since his schooldays.
a kind of historical fggilg Sg;l ;i}:;rizi i };15 hfe- O-f Ad‘.:h:s n 1is first literary ventures were in childhood: compositions for
minished.” Among Eliot's teacher est fame 1s injuriously family to which the six-year-old signed his name “I. S.
whose course in the “History of Moile‘:ﬁr;hgeorgﬁ ”San_t ; ot.”) His earliest taste In poetry was for Macaulay’s
deep immersion in that field, and rvine B bbC?SOp Y beg?n Horatius,” Tennyson’s “Revenge,” Burns’s “Bannockburn,”
on nineteenth-century Fren;:h critics gt 1? dl‘t‘t’ Wh.o Se,’l?ctures nd the like. With adolescence came the Rubaiyat and then
and balance while bombarding “m dex c’)’ 1e~ CIEjtSSICzﬂ xe yromn, Shelley, Keats, Rossetti, and Swinburne, Early in his col-
cism, democracy, and emoti ofal spzni;r:leisbegh;?; Rf) 1 ge carecr he read Dante, puzzling out the Ttalian with the aid
tally dazzled students with his one. y. (Babbitt in _d. of a prose translation and memorizing long passages that espe-
4;)0 e-upmanship in learned all cially delighted him. He was permanently impressed by the pre-

THOMAS Stearns Eliot (1888—1965) was born in ¢
](:)n IIJOtI; innclies of his family he descended from
. ingland. His grandfather, th illj
leaf Eliot, founded thge first Umtariaixiirs;s}?c}:vsﬂtha
also Wa_tshington University. The ancestral sense of (-,:Ie:étl
of mission still lingered in such genteel families of New Engl
backgrf)gnd, though the sense of election was transpose ¢
the r.ehgm_us to the moral, social, and cultural spheI:"es
bool.qsh, bIr@—watching child, Eliot went to Smith Acade
Louis and Milton Academy in Massachusetts and spent sumy
on the Massa_chusetts coast near Gloucester. In 1go6 he.en i
Ha:rvard University; in 1911 he became a graduate stﬁde i
philosophy. Not to name the teachers “of men illustrious for




;:;Islllzxs,hzczrllomy, concreteness, and austerity:
(Vhat he enhthought of his religious view of
aSSOCi,a oxe I‘flt that he Rreferred the Inferno to th
posocia eop; Heliit}te;nu;tilll Pr;—ll{aphaelite verse ani
, , opeiulness; and thes
ﬁzeztl gl;a%ec;[f vilcl)::ltl é)n“eﬁhaéte_d in the nineteentfi V::;dur
¢ , nd its material only i Sufk
‘I?a Ez’ss Islte ICOIIIPOS(‘_‘.CI before 1gog are d-e);izvz ff_@_
paows W); ets, eﬁpecxaﬂy the late-Victorian styles o
2910 he wr r(;l € the college class ode, which is no bet
comme ent odes. Yet at the same time he. v
ove Song of J. Alfred Prufrock.” o

; departure of this rapidity and completeness cannot
altogether unprepared. Eliot must have found in La-
writer who, as he later put it, helped him to become
hat he wanted to say himself. The poetry of Laforgue
e of its aspects—=a rebellion against the late-Rotmantic
yle Eliot had been practicing in his own early work.
poetry was, in other words, not a completely new way
for it was partly a negation of a familiar one. (Had 1t
rely new, perhaps Eliot would have found it neither so
ng nor so easy to assimilate.) Laforgue exploited stock
es; Images, attitudes, and emotions of late-Romantic po-
-with the all-important difference that he exploited them
elief, that 1s, ironically. He conveyed his ironic vision
-deliberate incongruities. If the lady in a moonlit scene
or the tender, conventional vows, the Laforguean lover
ws with repartee; or, uttering the sentimental declara-
& falls into a too-brisk rhythm or a vocabulary strangely
ot 'and philosophical. As a consequence, where the late-
ntic lyric presented through the course of the poem an un-
ting unity or gradual transition of mood, point of view, and
Laforgue jolted readers with unpredictable alterpation.
was struck by Laforgue’s use of the conversational, in-
4o social banality and slang. He “taught me,” Eliot later
‘the poetic possibilities of my own idiom of speech.” La-
¢ also mixed in technical and abstruse terms in 2 contin-
surprising and witty way. Partly for these reasons he
ed the last word in the contemporary oOr modern, as
jons had pointed out: “The old cadences, the old eloquence,
pgenuous SETiousness of poetry, are all banished. . . .
e, if ever, is modern verse.” Where the late-Romantic lyric
een, at least by convention, an utierance of personal emo-
Laforgue occasionally constructed his lyrics as short, objec-
}y dramatic scenes.
modern.” They were the fi ) n later, usually oblique, recollections Eliot tried to explain
twentieth century up to that point b nest poems written hat happened in his encounter with Laforgue, psychologically
are the more remarkable thn y an American. Thes seaking. He suddenly acquired a coherent poetic identity, was
was only twenty-three in 1911 an“(;e ;emmd ourselves that E anged, metamorphosed almost, within a few weeks even,
ent in an independence hardly ! that he had matured m a bundle of second-hand sentiments into a person.” In
G_ardmer, Maine, or Robert ¥ ro)s; eSShFhan. that er words, he integrated his own personality on the basis of
his milieu could have suggest don - hICkf.:n forgue’s. (Such identifications are liberating precisely because
ggested to Fliot this ey evoke and organize only some elements of the personality,

£;

THE ENCOUNTER WITH LAFORG

In December 1go8 a fateful mom
ent o 1t
;1; ;1;1;3:21;1 poetry. ]_Reading Arthur Syrnofl?g:zdS :z'bh
pont in Li ;mture (discussed in Chapter 3), Eliot wis
e Worksngg Ef Jules Laforgue. He soon purchase 5
Pleie work ;) _aforgue., and the impact on his own i
. cquired an ironic attitu a

sontilnued in this first period o
1ege OE along new lines the resources he had dj
‘ago?l ¢ wrote “Nocturne,” “Humoresque.” “SIS.C.VH
o \;griat}on Ga,lante,” four poems thatgq ar:e simiPI) .
b eyms > ftgcil;g;; ;; only the last was retained in his @
- 1 ; 1911 came “Portrait of ” |
OI]_ » 13 0 a L )
Thgy‘t\?ﬁ_t:zti\gg:tt, t:;lllcil The Love Song of J. zl(géd PR};
e 0 eparture fro ictorian
t ‘ m the V '
e(;eltt_ra%tmn of English and American poitr 15:t'orffanan
poetin England or the United States had writ}tfc; s anying

I3

£

of Robih'é(_)n. I
farm. Noonei
way of wri
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:And even without a sense of personal_kmsh;p Ehé:’-z
ave regarded the character portrayed mhlgi ;;g;ed
. : he reveals, Symons ha
s a case worth study; had poree”
ibiliti ich come from the sickly
ossibilities for art whic "
;th his clothes, his nerves: the mere fact that he flowe

- s0il of his epoch.”

while inhibiting others; they suppress conflicts an
lences. For the same reason such identifications m;
way to others, perhaps of a quite different tende v
Eliot suddenly felt himself to be the bearer of a
tradition would be not only that of Laforgue but of F
bolist and post-symbolist poetry in general. As the be
alien tradition in an English-speaking context, Elio
that possibilities of a new development were especial
him. How clearly he saw this at the time cannot be know
modified Laforgue’s methods from the start. He,
versational but dropped the medley diction; he ¢
dramatic scenes far more effectively; and he combii
listic resources and emotions of Laforgue with those
French poets, with the Jacobean dramatists of England,
a wide range of other writers, including Browning, Sym.
Henry James. In “The Love Song of J. Alfred Prufroc
close of this three-year period, one can isolate aspects
terization, imagery, and theme which might have come fi
forgue. The ensemble of the whole, however, is not.only
Laforgue (or any other French or English poet) butis fi
more mature than anything Laforgue wrote. ;
If we ask why this liberating identification crystallized ar
Laforgue rather than some other poet, Eliot sugges
read the “dead author” with a “feeling of profound ki
rather of a peculiar personal intimacy.” Since Laforgu
been, by his own classification, a “lunar Pierrot,” a.sad
from a dead world, the feeling of “personal intimac
remarkable in a poet of puritan-Unitarian background,
bedrock seriousness and essentialism of character and
hood inculcation in high-minded, conscientiously hope
of man and the universe. According to the literary categ
the time, Laforgue was a Decadent. Having read deeplyin$
penhauer and Hartmann, he felt the nothingness of exister
Behind the Pierrot mask he suffered the inevitable pain,:whi
he met with an impeccable demeanor. “He has in entec
Symons emphasized, “a new manner of being René or.
an inflexible politeness towards man, woman, and desti:
cannot know just which aspects of Laforgue evoked Eliot's sen
of “profound kinship,” but perhaps his evasion of emo
commitment and his self-protective, intellectual irony should

. ENGLAND AND MARRIAGE

he next four years philosophy, s.tro;lglyéi c’t:gci}eiﬁ?zepgé
1 liot’s inclinal .
nd the family, overcame E ' o e
s hi i F. H. Bradley; it was mainly comp
ote his Ph.D. thesis on . # o Gen-
i d in 1914—15. Meanwhiie,
¢ end of his year at Oxfor ' e
- d on Ezra Pound in Londo ,
o e e b ided him with an introduc-
" a college friend, having provi e D A o
“1 think he has some sense,” was Pound’s impression, 2 :
riztllcﬁ;lg «prufrock,” added: “He has actually t?alne(; ?;15
1 i kis own.” By the spring o
and modernized himself on : D o
mbling about an academic careex. s
. du&‘nsd%; L:::nthus;gasm, he resumed writing poetry an(;lﬂcgn;
e “Phe Boston Evening Transcript,” * Aunt Helen, z:lbn . V}irv—
2 ” The laughing lady in the last of these may have bee v
Yaich-Wood, whom he married in June 1915. It Era:l 20
tu(;gus step, for he had not known her long and he ha
egl‘l h Eliot could sometimes act recklessly, he co_ulkcll not (110
dlgessl that is, without knowing what the act might 1m1:l I')lzt
" Ir az; Englishwoman under these grcumstancgsl_rslear
tnlqli w};s choosing poetry rather than phﬂ}(l)‘sop}}z a;e {J ;ﬁteg
.. iversity teaching 1
in London rather than university |
tat:;1 V\?]r?at it may have further 1mphed_ can .only be“fg??ifd
it siﬁce in the inner landscape of Eliot’s imaginahon dl \?‘wien
-ath” were dominant symbols, he prc?bably perceive o ini
rriage, poetry, loss of financial secu?tyl/,f and thc;J ;o(;:je ;to o
] ’ ’ - [12 M 3 aS 0
ved in a literary career as a chou_:e of “life,” as op o the
g:td ,1,110? abstrag; philosophizing in a umverm!:‘yt }1;11(:};;:(;515 agi;‘l 1
r was in some respects —the _awtu
hriﬁirzhzfziﬁié?&that the mind of man could concelve;n it
mgs «till better than the type of existence he had been expecting.

o
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t he:(c)—::: lrln(:nnths after marriage he wrote Ajke:
thro tgs Amater{al for. a score of long poerﬁ
mo ea. n entirely dlfferent life from that T
" years ago. Cambridge [Massach I se
ghtmare now.” Fusetsl s
The marriage that released him i op
o Te im in 5o man
o e;;:tit;j;lbies.‘\fmen Eliot was Vivaciou:}:- and
v arly in the arts. She was among t
arongest - ii%)relmators of Eliot’s poetry. Inﬁsﬁgm.e
ot culty, when their problem was 1c
Bt e o :grdt(?c 11\{;3 on, sh.e encouraged him .
Sho s Proved o.the pl:l)_rsm'ally and psychol.ogi'c:
She was af wit colitis, insomnia, depreséi’ '
imes fell into rages. Aspects of theif-'rc:elat

ila Ve ])E}f_‘n 11 O -
COx p T ate(i 1 '1 ne .H: aste Land [

‘terature and Modern English Literature; in 1917,
Literature. His teaching of Victorian literature may
hat the influence of the Victorian poets on him was,
s important as that of the French symbolistes,
her he nor his early admirers much acknowledged
s were aware of the fact.
y17 to 1925 he had a job in Lloyds Bank in London,
orked in a small office under the street. He could
hud of pedestrians overhead. He helped edit the
se mornings at 3 in order to spend a few hours writ-
he was due at the bank at §215. In these circumstances
ed out the critical essays and Teviews that eventually be-
hrated. Occasionally he wrote poems. Four composed
ay reveal something of his state of mind: “Sweeney
he Nightingales,” “Whispers of Immortality,” “Dans le
ant,” and “Mr. Fliot’s Sunday Morning Service.” Delib-
dercutting Romantic idealizations, these poems starc
emptiness, egoism, psychological fragmentation, and
their emotion barely controlled by ironic distance and
orm. Similar perceptions were present in earlier poems,
t's revulsion is now more intensely expressed. Perhaps
yn poetry can show no more devastating, though elegant,
re - of “jemenfoutisme” (to adapt Eliots word from.
ange adultere de tout”) than the closing lines of “Sweeney
g the Nightingales,” where Eliot has bird droppings fall
. corpse of the classical, tragic Agamemnon.
t. and his works were gradually acquiring a reputation in
erary world. His first book of poems, Prufrock and Other Ob-
iions (1917), was admired by a small but select circle that in-
4 E. M. Forster, John Middleton Murry, and Leonard and
ginia Woolf. 1t seemed at the time a collection of satiric
es and portraits, modern, urban, and immensely clever.
- more volumes added the poems in quatrains and “Geron-
to his oeuvre, and in 1920 The Sacred Wood collected many
the critical essays and reviews he had been publishing in
nals since 1916. It included such now-famous pieces as
amlet and his Problems,” with its argument that emotion
not be expressed directly but only through a circumstance,
in of events, or © objective correlative” that evokes the emo-
. and “Tradition and the Individual Talent,” which sums up-

he pa,

My nerves are bad to
Speak to me,

and ends,

-night. Yes, bad. Stay wi

?rr:;sl;ve sll_lall play a game of chess
ng lidless eyes and waiting fc;r a knock up

p n
appl 61161151011 a—lld gI O Wlllg h.o peleSSI"I(ESS m tllelr Ilfe

(Yet in the manuscri
! script of th ivi
th “ P e poem V ; ;
ese lines, “WONDERFUL. Yes, & wmi‘gll:ffjhv?; et
. 1ler

times she requir
ed almost co i
fimes she req nstant medical attenti '
“madhouseﬁ;s coarse way that Eliot had to turn li?;( nd
onadhouse };efzsbf:tl(l):’ horllorable, responsible, .and
ecould. Buth ition stead
o dan € ¢ . But her condid
to the unremitting tension and emoti(z)rillzt;; i
b dras

lived with were
added feeli
not they were justified, tii:mgs of self-accusation. Whe

: were inevi i
under the circumstances. ’ ievitable in 2 sensifve

Meanwhi
ey t};ﬁe,hile I;lad to put bread on the table In.'
e fr ! school, an occupation he remexﬁber _(119
Jears with he foort.hBetmr}aen 1916and 1919 he also taueﬁ :
o Sourses | T the unwversities of Oxford and L dg E
n County Council. In 1916 Eliot's subjecz;ls v
we
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periment, since 1goo.” In the eyes of more conserva-
and critics it was a “mad medley.” For many a “new”
America it was a “piece of tripe” (the phrase is Amy
parasitic on past styles, uprooted, formless, academic,
cratic, and defeatist. But for adolescent future poets it

to an unrivaled degree the prestige of the modern.

t they understood it better than other readers, but they
he more so since 1t

its technical boldness and defiance, ©
ot only conservative taste but also the free-verse and

conventions of the school that was then loudest in pro-

oits own modernity.

i1se The Waste Land had a unique influence on the devel-
of modern poetry it must be dwelt on bere. And in

to' gain the necessary space further comment on Eliot's
fore The Waste Land must be omitted. The earlier poetry

mportant, but The Waste Land immensely more so. Qur pur-

1 discussing this much-scrutinized poem is not o offer an-

-mterpretation, commentary, or evaluation but to indicate

.ame to be viewed as the chief example of the modern in
the counterpart in

‘g0 much so that Eliot was seen as
v.to Joyce, Picasso, Stravinski, and to other major creators
Modernist revolution in their respective arts. One reason
Fliot's use of the modern city as seting. Precedents could be
nd in English, American, and French poetry of the last
' notably in Baudelaire, and in some
such as Sandburg’s Chicago Poems
6), not to mention Eliots Prufrock and Other Observations
_Nevertheless, no previous poerm gave so vivid an impres-
urban metropolis. In some sequences
an avant-garde documentary film; it
and the lives of its inhabitants by juxtaposing
es, scenes, fragments of conversation, and the like. The
nique resembled cinematic montage, which was developed

bout the same time, though Eliot did not learn his methods

a
1 films. We are present at a session with a fortune-teller, we
hysterical woman., thenina

2 Jater in the houdoir of a wealthy,
ub at closing time, and then beside a pub in Lower Thames

et, where we hear

many of his central critical standpoints. The béék qui

tuled t}le mter est ()f y() nger E IlSh 8
u

THE WASTE LAND

EH .
Whal;o;i 13}:;1(1 tT}fae Waste Land in mind at least as eaﬂy:'a
to make headvi;f vift];liﬁg }t)l(;e turmc')lil e
i , emuntil 1921. B
t; i\::te r}:g;tl}}; on paper.” In late Septen?ber, hz’sl\l/f
Sreaten th,re: was orderec_l by a nerve specialis:t:.t'
o o threc months quite alone.” He went acc
Vacaﬁon’he . Foha sanatorium in Lausanne. On'th
M ﬁms ed The Waste Land, which he seetns
o work It ;‘)st as a sequence of poems rather t] .
ong wor I{Vin _ecemk_Jer hf; left the manuscript with
pres then livk % in Paris, and Pound went blue-penci
e P(g;u Illld weac]icel.’ words, phrases, lines, and section

process Fon Ief?a e it shorter and more continuousl

and he al Oemzt even more disjunctive than it had o
peen. The epyear ::él ;5: I11.’3w;.l’uaw\rard for 1922. Tt was publ
ve;sial, poem of the Moderi?styrzziiﬁeeri}tle classic g

e i .

Werevf;a;o?«f I;I;itpoe‘ms Eliot published before The Wa
s iy e erpieces. MO}‘eover, Eliot tended to pe
e lyggo) ?ot use 1t again. Hence his first two volus

1917 and 1920 ontained a remarkable diversity of per

e it 011;h mon(-)log‘ue of the timid and prope .

i e the obJ.ectwe presentation of “Sweéhy-

iy s };g;l lff;} " with its strange mingling of concrete

oy and sy Elndlst vagueness, of sordid reality, recondit
sion, and ele gantly strict 'form. This in turn differed widel
heseltan ayt}ll(; cergbraﬂon of “Gerontion,” who was léés--a
et o storlcal'phase of the Furopean mind ]
ihese poems xﬁastagestmgly “modern” in its own way
as supposé 31:1 3 ﬂ(:y were not so widely imitated as ;)
now develop,ed d € Iain reason was the rapidity with wh
Thioy devel - Their impact was lost in that of The Wastz I
s eyes The Waste Land was “the justiﬁcation’-i) .

ty-five years,
tieth-ceniury poetry,

ored the city

The pleasant whining of a mandoline
And a cdatter and a chatter from within
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o here fishmen lounge at noon: wh
f Magnus Martyr hold )

I : _ minable labours of which the products never bring
nexplicable splendour of Tonian whi

people whose pleasures are sO sordid and so feeble
cem almost sadder than their pains.”
Eliot endowed his material with an almost visionary
is poetry might from some points of view be thought
» But no reader in 1922 would have seen it this way.
1 the modern city, especially on the more sordid as-
vas to break dramatically with the Romantic tradition
The legacy of the great Romantic poets of England
ated a persisting assumption that poetry would present
or landscape. Hence, while throughout the nineteenth
1y cities spread and smokestacks multiplied, and while
ts, sociologists, and moralists studied and debated the
nomena, and while novelists such as Dickens (whom
oved) rendered the clanging factories, the sooty fog, the
lum alleys and courtyards in flickering gaslight, the
eaps and decaying houses——charging these images with
: _ eeling and evocative, symbolic meaning—poetry dwelt
financial district: ad station across London B ; and meads, locating itself in Camelot, Sicily, or any-
: ‘ that was far away or long before Liverpool, Manchester,
=gham, Chicago, or Pittsburgh. The Georgians had lately
firmed this tendency to the great pleasure of their many
ers.
addition, when the Romantic poets dwelt on evil and trag-
ey used images that were not only imaginatively height-
t also agreeable. Keats’s “La Belle Dame Sans Merci,” for
ple, contains fatal sickness and anguish, but of a knight-at-
on an enchanted hillside in late antumn, not a pajamaed
nt dying amid instruments and tubes in a London hospital.
Because The Waste Land broke the fixed association between
are even verbal N ¢ and the agreeable, the beautiful, or the ideal, it seemed to
tiated, Eliog's 1 echo.es‘of Dante.) Thus generaliz én : y readers not merely un- but anti-poetic.
citv (whi aturalistic report and int , ze¢ an by asi-naturalistic scenes of modern life dominate (though not
y (which was also an interpretation off”: "pretation of lif " nsively) the first three of the poem’s five parts. The fifth
: ncludes, however, a long passage of a directly visionary
nd, which presents the speaker walking with others, or with all
kind, amid dry and stony mountains, a wasteland, The pas-
ge recalls an earlier one in the first part of the poem, where
so the speaker or speakers are gazing on the “stony rubbish” of
desert,

Som i
e of these sights are not unpleasant:

The barges drift

With the turning t

ticd
Red sails 8 e
Wide

3:;11‘. crept sofjtly through the vegetatio.n'
Wh;tl;ngng its shn_ly belly on the bank
o aeWi I:\Eas ﬁshn}g in the dull canal
¢r evening round behind the gas
And some are not ugly i

\n but dol %A
Visionary scene of the wh e workoreon

ite-collar workers on theit wa

szc;ls:v (tihg bro:ivn fog of a winter dawn
owed over Lo i o s
1 had not thought deamn}flon e 50 W

i . ad und

f&lﬁgs sh}frt and infrequent werezzizjoeglany.

€ach man fixed his e » v aled,
Eliot's achiev ves before his feet.
ement was not si :
endow su o simply to pr :
images fuzg S:: ?les with imaginative intengt; Zn; sile
magoric.” (IiIe ﬁr:t;i::;rlt’ :ithg sordidly realistic and ;gh

ne 1 . e -
from Baudelaire.) The ¢ , he said, the possibility of this

2
S ‘[ I 1 ! : D ] I . .

s compellin
st readers. In a favorable reinjew W%i?ts o yaps poem

sion for The Dial, £d 9 . |

. Edmund wils ially ol
J\[;_na'c:t of the poem: “All about usoilv e ey tof
lons performing b tin,




Aoz

When two things are given at the same ti j
ciate them together if possible. It was eaes;l EIolilf ea{iers
in view of the title, that the imagery of the cit pfn
d.esert were intended to interpret each other Ythat t
aty was compared to an arid, sterile waste. B’y the'.I'o
metaphor, water became a symbol for whatever wo i
rescue. If this seems obvious, it also begins to indic;
poem perplexed almost all its early readers, including ad
to an extraordinary degree it relied on syn;bols and%:ﬁs .
relations to convey its meanings. It was not the mere
of symbols that puzzled. But even in the most densels
works to which English and American readers were'i}ir
;c.customed—’(}oleridge’s “Ancient Mariner” or Melvill
: I:cz gr _Iame; The Golden Bowl~—-symbolism had been an el
esign that one appr imari h oth

e Waste Land struck readers i ;
bewildering because of what they ?isidaiil;e;s;‘;ielzs I:lvo
_they 'found._ It had no plot. There was no poet s ez
identified with, as there was when reading Wordswgrth erh
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ier different voice was heard, that of a woman named
who reminisced conversationally. After eleven lines this
also ended suddenly, and one was, with no transition,
ce, listening to a completely different, faintly biblical
e speaker seemed to be gazing on a desert:

where the sun beats
And the dead tree gives no shelter, the cricket n
And the dry stone no sound of water. i

hat are the roots that clutch, what branches grow
‘Out of this stony Tubbish?

the first thirty lines of the poem there were three dif-
apparently unrelated blocks of poeiry, with dissimilar
ers, rhythms, images, and associations; and the poem con-
od in the same pell-mell flow of heterogenous fragments.
eaders were familiar with French symbolist poetry or with
e tecent poetry of Pound or with cubist painting or with
f-consciousness and depth psychology or with. experi-
ts in “point of view” in the modern novel, they felt they had
to the procedures of the poem. Not that the poem was
y similar to any of these prototypes, but they made it seem

s, the method, one might argue, released implications with
finess, density, and complex interaction no traditional tech-
could achieve. Or perhaps the fragments were not as scpa-
as they seemed but evoked each other by irrational and
onscious associations. In cither case, one thus asserted the

Nl }lltlrlall, I €Nnnysort, & eatS or a}m()st al}y {)[,IleI fa]“ll [0] f Illearllllgf UII]'ESS ?
i’ > I

the last hundred and fifty years. Despite a strange foot
the end of the poem about the role of Tiresias tl?e po :
(Iilot be taken as a dramaFic monologue. Certainfy it was n
r;dma, thou_gh it cgntamed quasidramatic vignettes, -
any 1};1 I::)(z:;r;t 1s not simply that the poem could not be fitted
any genre but that th.ere seemed to be nothing—no
ve, meditation, flow of lyric emotion, characterizatio
one could follow, thus “understanding” the poem. It béga' -

chantlike rhythm, th A
life in the Sgﬁnrg:’ € speakers seeming to lament the r

'Thtl}i was sustained for seven lines, and seemed to be contini
In . N o e 3
e eighth line with “Summer surprised us.” But suddenly

especially of their multiple interrelations.
ven if single passages and juxtapaositions could be explained
 enjoyed on these or analogous grounds, there remained the
tion of the governing form of the whole. Admirers were
allenged to account for their feeling of coherence in a poem
out continuity of setting, style, speaking voice, or plot. The
em, they presently said, was organized like music. Of course
iterary work can much resemble a musical compaosition, not
ven a composition of the later nineteenth century. The main
of the analogy was negative: it kept readers from looking for
pes of form and meaning they were not going to find. “Music”
d not mean in this connection the sounds and rhythms but the
quence of emotions the poem created. In the sequence was a
it was asserted; the different phases of emotion interre-
ited to make a complex whole. Since an organization of emo-

Winter- kept us warm, covering
Ear_th in forgetful snow, feeding
A little life with dried tubers.
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tion could only be felt, not shown, the.
orated; but it was supported by a special
—the repetition in separate contexts of the
sociated scenes, images, and allusions: Re
example, describe a desert. The fortun
to fear death by water; the poem returns
ate allusions to Ariel’s song describing
in Shakespeare’s The Tempest; it alludes:
drowning of Ophelia in Hamlet; the fourth:
pictures a drowned Phoenic

Such recurrin
as “themes”;
be called leit

. s Fire $ermon and Augustines
A th]? Bu(c)l? 1;:&55:;: ieath and rebirtht1sr1gct:(;

e ls:ins mbols by the incremental reh u L0
e C]'rea'tler irflages, as we see if we follow nel:a o

el Sulm Elather in the poem alzound the ; degert’

gra?lsula;)lnygegd for if the p]rotagomst}s1 a;*lei ,;E 2 desert
Cth i i also—thr i

st ey dgg:w?nmrrllgyallerit to be transformed in 2

ng—to

inous yet
i nd ominou
s as Ariel speaks of it, uncanny 2
. s
secti ,

. ith sexual desire,
. Lo lv reassuring. Water‘i? as§0C1?;‘Eg :Eﬁ;mne—teﬂer’s
: o ﬂoatlng_Ig__; i %fgws still another imphcatfonfll ting such associations,
ring images and symbols could easi : ar death by water.” {XSSlﬂfll acinagﬁon’ and fear that
ot ?ﬁizxitt(i\{algoszz‘;&gn o i stand the mingled OMSHE r out the poem.
motls. s1ole to ; . nists 1 €T
Land was a poetic form on a new I;:'rimiplf: é d Les 1 th-e pr(f)z%kc;ermore, is one mode of the imagery
was not simply the musical sequence and interrel by drowning,

In the
hout the poem. 11

_ . o recurs throug xtinc-
tions but the repetition and gradual intem'_é_awn and burial that s ply the ¢

As they return in a new context, they bring with

an o
f The Waste Land death d.(gfils nolgf?f;f men and women
. nxiety-ridden 1 he epi-
tions and associations from former contexts’ ang life; the almllzrslsé 2'115 a 1i\£ng death. The Sibyl of t P
gressively denser nodes of connotation and feelin rban waste
time, they further link the diverse passages and

- ked, “Sibyl»
ists when, being as h she
- for all the protagoni i.” But though s
The i f the leitmot; pests nt>” she replies, “1 want to die
€ lterary use of the leitm

g : 1 sense,
Lyou wa rds may refer to deathina t'hlrdhich o
! ; - j WO . inw
Land, but more than any other single source the poe ] not know 1t, hezf the protagonists of the Pc.’em,; new being.
attention of English-speaking readers to it. Once ' s eh haunts niin;ffer a “sea-change,” t0 TEC_E;V;M Waste Land
stood that works of literature could create a “web of th may mean men and women 1
musical “complex of relations”

through the ma g death by water, the

i hope.
“symbolically ailusive” ar their only hop

d ) THE “MYTHICAL METHOD
such as Dickens and Shakespeare, who had never hes
themselves. All this helped Eliot to conceive more clear
he had done in The Waste Land, and in the Four Qua
ried the use of the leitmotif to jts most complex deve
thus far in modern English and American poetry. -
ations in different contexts, the le;
gradually become symbols. Generally speaking, a writer n
tain an imagery of symbolic power in two differ
he uses symbols previously established in literat
lore, liturgy, and the like; or he transforms im
within the context of his own work. Both me
present. Fire was associated with lust long

. lismn,
s tation and symbolisnt, -
- 4 i-naturalistic presen ird dimension,
.' addltl]i)]?q;ocgiii:yed meaning th?‘:ighi?hﬂ&l; first publica-
Waste L& s he included with th tion
mythica 11’; t?cemfo(i) C;Zﬂ; Eiook, Eliot called particular atten
n of The Waste

ent ways,
ure, myth
ages into'sym
thods are 1
before The W,

fnci 1 gym-
1 of the incidenta .
d a good deal ot the Grail
itle, but the plan an ie L. Weston’s book on
¢ only the title, fiss Jessie L. We loov I
S Sll‘:fg%;;:g@lc)z IVl .%”o another work of anthropology
rend: From Rituat to

. eneration pro-

i eral, one which has mﬂuen;;d 0}11 ' g . Anyone who
n iﬂdEb;ed mng[g{llr ]an,fles Frazer's] The Golden Bough -

oundly; 1 me2
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< alludes to them, and the allusions may lie inert

amiliar with Frazer and Weston. The allusions

in phrases——“that corpse you planted last year in
nisthe king 10¥ father’s death’—that convey
if the reference t myth is Dot recognized. 1f

lying and origi
ginal one. The m '
) yth Eliot es . :
e ut the anthropological lore may rmiss some of the
tended, his use of myth can also produce an op-

o other readers. For myth, which used to be dis-

athen darkness, has become a concept habitually
modern discussion of religion, psychology, anthro-
and literature. The mere fact that it is present in
pem can excite ideas and feelings which are not s0 much
1the poem as imposed upon it, but which modify in-
1¢.of it. In the modern world it is possible to think at
lowing things about myth: itis both a way of thinking
biect thought and in both aspects puts us in connection
entality of primitive mar; mythical thought is dif-
om scientific thought but valid within its own sphere;
tegrated primitive man with his natural environment,
fellow metl, with the past and the future, and with the
gave to man and his acts a significance lacking in a
ed of myth; in the depths of the mind the mythical

in historical man to the present day, but we arc
ificance to it;

iS achajnted .
with thes
certain r e works will i oh
eferences to vegetation cer;n mediate
monie

especially as this m . ;
medi yth was seiz A
Pl s e e
tl - explai o
dlﬁfiln(;f E:iglftatlon as “effeIZ:ts Effh';h‘i:;iuﬂ:d
riage, the dg:;t}ff gods and goddesses,” agéo ff;a
argued that the iq‘and the rebirth or rex:ival' ; e.
ity of the land: 'fhng was regarded as an in:. the
returns agaj r 1 er’eakenS or dies, the car]
rected, ejtghg w© &?rtllity only When,the k‘r;nd
fertility myths o hls.owH person or in a s:;g' :
tation king Orzefe Incorporated within tht_:es i
faith—and, accore;g; V‘;asl\;'[{ientiﬁed with thts'tézm'
(o} -God
the I:‘IolY.GraiI_ blendegd thegzsfzgﬁgs;ﬁlﬂ;%mégjmy
S sury

priv
ersisis
aware of it and most of us attribute little sign
myth comes out of the depths of human nature and ex-
s them, to lose contact with it is to be alienated from pow-
ources of emotional vitality; particular myths symbolize
1gs of perenmnial psychological, moral, and religious valid-
hich cannot be adequately expressed in other terms.
ers strongly influenced by such assumptions usually find
he Waste Land implicity attributes contemporary alienation
ngst to the divorce of modern man from myth. From this
of view, the juxtaposition of present and past, which Tuns
igh the poem, generally compares that which once was
ht with mythical significance with its debased and mean-
gless counterpart in the modern world. This applies to the
rge persisting “themes —sexuality, death—and also to partic-
r;_episodes or 1mages, such as the Tarot pack, which was once
sted with religious meaning but is DOW only a fortune-

r's prop-

to the fi X _
(the ﬁSh?l;EZ cs)i_iljle‘ Flsher King in many of th g
and its + 18 an ancient symb e
ferent fei?le and animals are ste};ﬁ; 1())1 of life);
can make hliosns) dead, ailing, or I.mpOt:;-'Caluse the
» n =
there pass fur:l:iy th'l‘ough dangers to th;-é}f; a que
mpossible in a ifetl”lals, the king will be healejlp el Peril
Frazer’s or W, w words to do justi Or Iest
'The point is tgitfgl Z argument or of EHS:;;E s:;hjf(t:h !
tation m},ths and poem a_Hudes repeated 1€
associates th repeatedly to pri
story of them with . _
dry, wingfslils' In the under}ying my[hti]fe graﬂ lege._nd
healed or ie esert because the king is im the poem the
life, The g oreqted spring will return potent or deag
yth coalesces with the %asimémﬁg'gtr'lgdth
: . 1ST1C -
I we ask to what ext which is the dry, steril ?'SC
in Eliot’s poem ent these myths (or thi € lan
from reader to and important to it, th is myth) ar
to reader. The poem d’oesenz:)rtlsw«izlrs v
tell the myt
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more fully why the “mythical method,” as Eliot
yealed so strongly to him at this time, we must keep
commitment to what he called “the historical sense.”
not have argued agai ) believe that there was a Yalue in e?chibitin_g the past
gainst such interpretatio " past could have meaning only in relation to the

ut to dwell on the present in disconnection from the

v to drain it of significance. Instead, the past and

10 be united in one perspective. The past was to be

bear on the present, but not merely to invoke the past

€nse e
p as multiplicity Ofofetf};: e ast or parallel, though this could be valuable. One had
e he present, yet feel its continuity with the past; one
-eive the past in the present. As Eliot put it in “L’ radi-
e Individual Talent,” the “historical sense” 18

pensable to any one who would continue to be a poet
s twenty-fifth year; and the historical sense involves a percep-
O _n'ljf of the pastness of the past, but of its presence; the histori-
sick king and sterile 1 . '_in els a man to write not merely with his own geneyation n
speaking of € .a‘nd 1s a concrete and im; £ but with a feeling that the whole of the literature of Furope
king of the condition of ; imaginative w; : . o
stannates, and nuanc m?-ﬂ. This Story'interr - mer . . . hasa simultaneons ex1stence a‘nd composes @ st
ways. The possibili €8 suggestions that are alsc'j'- & d-.er. .. . He must be aware that the_nnnd of Europe . - - 18
symbolism of th ility of regeneration is alread made d which changes, and that this change is a development which
through th the seasons and in the s ba 24 onis nothing en route, which does not superannuate gither Shake-
wa ter}? . EEOEH‘I‘ by recurrent images g;n d:hc 3 r. Homer, or the rock drawing of the Magdalenian draughts-
king may l:):e ;’ezle;ea—changﬁ‘?”); the myth Sa;;v ni:iﬂ
toythical back » the fertility of the land b .
ground throws a restored

arti ; n additi .
particular line or phrase. When we ﬁ::‘éal meaning inte nian

poern ¢ . m , however,
cise ;)1; ;?e;f}l;;lf’;}f_“]“l}?g what advantages
ytn. They are, i
,ina
may be summed u s

shape.

Myth is stor B
YJ fable' and :
myths, hi : § even th i
po};ms, ;1\;; allusions to them intro dzléegl; Ell10_ doss H
. en one knows th plot
SOm R e plot _
thjrc? ﬁffhe episodes of the pozm ;Ari(igitc?ly. g
in Whichg;}l]age’ besides naturalistic presen'tau_he. fable
€ state of affairs can be conceiv gn Z
ed;t

n artist he sought a method that would incorporate the
ience of men and women in the twentieth century within a
. whole of human experience throughout time.

. this connection, three of his prose pieces are particularly
ing; in all of them he testified at greater length to the 1m-
on him of The Golden Bough, and in two of them he was re-
Wing works—Stravinski's The Rite of Spring and Joyce’s
ysses—which also introduced the mythical dimension into con-
mporary art and which may have helped suggest Eliot's own
he Waste Land. The Golden B ough, he remarked in
ty Fair in 1924, is “a work of no less importarnce for our own
than the complementary work of Freud—throwing its light
he obscurities of the soul from a different angle.” Possibly,
ent on, it is a work of “greater permanence” than Freud’s,
ecause the theories of Freud are debatable, whereas The Golden
ugh “is a statemnent of fact which is not involved in the mainte-

That corpse you planted last

Has it begun to sprout? Will year in your garden

N - - it bloom this year
o anciei is Ef::nrlihe}cll if we recollect that at the se o
o oncient E }%Zif’ﬁt 1e priests of Osiris put effi '28011 i
. saps P g“fs; were made out of earth illis Odf o
and. says Fr. Woiﬂd bhen these effigies were t:If o
of Osinss: oo, woul e fqund to have sprouted £ o
o o nd th sprouting of the grain wouldr?an'l'ath
corged e rd as the cause, of the growth of th ) .h:.al

body oo geond ced the corn from himself: H t et

e people: he died that they r;lig}ft %’ave
e

erimentin T
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510 THE BEGINNINGS OF THE HIGH MOD sneity and antiqui_t}lfl”i—i;‘
. WIL, CO-
el” of Odysseus and.}ns adv_entuzist mporary
'Parg the incidents of his day in Cf iving shape
aﬂn of controlling, of ordering, @ gl't and an-
- V:j };he immense panoram; thf‘;(t:g;‘f eth-
nce R 3w sycho e e
. orar hlStOrY- ake pos-
r[l‘sh CO(?;TE;E BoZgh have ConcurTEdJOO?narrftive
€ o. [nstea :
: ible a few years ago. is. I seriously
t was 1mp055:12€ the mythical method. It ls"{)le -
e may nmg making the modern world posst
step towar

arallel between contempor
nance or fall of any theory of the author’s.”

ment of Frazer was to disclose the mind of'y
“extended the consciousness of the human mine
. backward and abysm of time as has yet been exp
vealed, as Eliot put it in 1921 1n his review of Stravi
vanished mind of which our mind js a continuat
ished” only relatively speaking, since in some sens
mind still survives in the “obscurities of the soy
ate myth in a literary work was to invoke and:re
tant, ordinarily disregarded, dimensions of real;

contemporary civilization while also descending t
back deep into time and down into the psyche wa
context of enormous depth and imaginative povwe
In a “London Letter” to the Dial of October. 1
ported his attendance at The Rise of Spring. The balle
mated primitive vegetation or fertility rites, as the
sented in the dances, with contemporary reality; as it
in the music. Eliot felt no strong enthusiasm. More
‘was intrigued by the music but thought little of the dan
the dances were too simply a pageant of primitive
he “missed the sense of the present.” The music, h
seem to transform the rhythm of the steppes into the
the motor horn, the ratte of machinery, the grind of whe

ALLUSION

. : 1on
. : thical dimensio
blished its my s ot's ref-
o te Land was pu ) ose. Eliot’s
en The WGSmuCh interest as we might supp
ot excite as

is allusive-
itional examples ofhisa
ed only addition: uch contro-
to I'nYth Ss;;?lusions in the poem caus;d st‘z}frzll <2 separae
1d }FS tfittention was paid to his usi o :gns Prufrock and
that lit : in his early p ’
- i Allusions 11 . few and easy to
d-or technique. relatively few
. had been d no
Qbse’i"rjdmons (11%17%"["111C€ Hamlet,” SE:LYS I;fulfé'so C};;rin'ryp_
fl\gl)"'ozf s likely to be unfamiliar with Shakesp
T 0 1

. eared in the
e t it) allusions app
“Eliotic” (as some Crifics piii irz 1918—"Sweeney AmMONg

: : X trains he composed , day Morning Ser-
beating of iron and steel, the roar of the underground rail ms'-ligsgales” and “Mr. Elot Sﬁ S??nstgalment of Ulysses.
and the other barbaric cries of modern life; and to:: M8 fter he had read the firs

h nWOc:si(e)rIlJi:d they were fully developed:
he

1_.”11(:1()[1 11dge 15 Ea”. llg (1()W[l fa“nlg d()wr,l Ea}lnlg do“ll
B

Poi s'ascose nel foco che gli affina "
ando fiam wti chelidon—0O swa 1
> have passed as tolerlailb
em of 433 lme
W'nTO}!ieg“oworks of art, literature, :Sr
] ol neces-
1 times. They were ]
1 of them severa T T Shake
' .SlC?a{lgaEO‘jgi?{z theyincluded n;-t oxﬁly é}ézl];lre’s e
o : d Ovid but Bal s Sep!
e ol men Bew
i Vl’l:gll"c}g?ion’s A Game of Chess a;ld gifddha’s vere
.iemardi;\f g:ier’s The Deuvil’s Law Case, the
omen, e

these despairing noises into music.” The lesson enforc
again, that “in art there should be interpenetration and m
morphosis.” e
When, in November 1923, Eliot reviewed Ulysses for the
The Waste Land was already in print. Hence, as Flot pointed
what artists could learn from Ulysses, he was pointing 'to.
could be found in his own poem; possibly he was also sugge
what he himself owed to Joyce. (If we wish to reflect on the
ence Ulysses may have exercised on Eliot, we should-:
mind that he had been reading the novel in manuscriptiin
ments since 1918.) He said the novel was “the most import
expression which the present age has found” and that its:‘my
ical method” was a breakthrough which other artists must e
ploit. The “mythical method” consisted in “manipulating a co

w swallow.
e eccentric-
few such cruxes might e or
were not a fe
es, but there ota
i éjrred to at least thirty-seve
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fragments, symbolism,

sllusion were components of an extraordinary com-
style. Juxtaposed fragments commented on each
cesting manifold, complex, and diverse implications.
ymbolism multifarious associations and connotations

and complexly interwoven. The “mythical method”
els of reference at every point. By allusion Fliot, like
ound, brought another context to bear on his own,

pai-allels and contrasts might offer 2 rich, indefinite

Sermon, Day’
. _ .
DeSdiCh;do },7 saic(zirlmw;ent of Bees, Verlaine’s'Pd?s@f
oo s 50 forth—and som .
poons V\}(:;ﬂ- by means of quotations ?nogthesice :
ch, 1an, and Sanskri ]
wnonch, lialia anskrit. As annotations
o mighltots own), it began to seem a;‘?ﬁ 1
Noom g mcons1st of echoes or quotations fro; s
ereo T},ms :n);l of th?se allusions were pre i X
thow o hos who disliked Eliot’s poetr Ii)“ GS‘?H
tve o CC: only pretentious and eliti};t gun_d
e pows $ € pgble only of inorganic past; e
i lirtxt?ls; in the arguments to wf})ﬂcfll Ct}lllcﬂ
s o out tha F;I;e?r pfoets had been allusive‘ihi
. , in few i
sions come wi B ey and g -
ok e zlgrs}ilch flrec]:i(uency and indﬁegtl;te?; .
. s or lacked v
1 to
tgltgrpreted them. Enthusiasts tfhe e pocs anls
e p.ted to let it be supposed that(z
o 1rIrlls, _whether or not Eliot’s poem
pon etimes merited this criticism. I
Whig}rlls had their effect whethel."
was true onl
S only up to a point and i
v nd occas '
Sive s tha[n Lnportant substance, it was CIOHSHY- ¥
oo t c'ontrlbuted little. The truth i o UCFe.
enhanceﬁ . qulre'that the reader study an(;s thf? e
pPpreciation rewards the effort e
, ONe must

oneself, but
b one cannot have an opini ’
€ work. opinion without h

THE CONDITION OF MAN

cult depends on what one

ther the poem 15 actually diffi
s of interpretation cannot

o understand. Particular cruxe
'ed but the vision of human nature and life is powerfully

ed. Meanings are ambiguous, emotions ambivalent; the
gm_;:xits do not make an ordered whole. But precisely this, the
lustrates, is the buman condition, or part of it. Men and
“emerge and disappear; out encounters with them are
fand wholly external, for we apprehend them only as bits of
ch:overheard or gestures spotlighted. But this is the mode
xtent of hurman contact in general, as the poem represents
¢ protagonists in the poem are isolated from each other or
make partof a faceless crowd. When they speak there is no
ogue, for the other person, if one is present, does not reply.
‘her we assume that the poem renders the stream of con-
sness within a mind or that it presents modern civilization
thods—it does both at the same time,
i1t in many passages not quite either—it suggests that below the
onscious levels of the mind and the ways of civilized life are the
conscious and primitive and that images from these spheres
abide or well up suddenly, perhaps with deep significance. The
personal and historical past lingers in fragmentary MEmMOoTies
and visible reminders, which sharpen our sense of our present
sndition but suggest no way out of it. The individual mind and
e civilization are on the edge of crack-up. Before the impend-
ng collapse there is passive waiting but no suggestion of will or
even of wish. (At most the protagonists muse vaguely on what

hey easily recogﬁiz
was pretentious,
t was also cIaimé, -
one recognized':_ them

Before Elj
ot made h]S .
and readers w . Impact on a whole :
be difficult Roeg'e less likely to assume that modgeneran-gn
burg and ';he nson, Frost, Hardy the Imag' :!rzllwpqetry_w
. 3 war pOetS se » ists, asters
nique and visj seemed new and ¢ T
compressedls:;n, get their styles were not Oint:mporary n
if we COnsid,er O(I)l] Scu;e, The same thing: mighte l;NhOl-Z,.I ir
what h e said of ¥
why the chan ¥ e wrote up to ab
: ged supposit p to about 1918. If v
which the idi pposition of the ne / . Ifw
iom of mod xt thirty years, d
densed a modern poet years, d
nd demandi poetry was expected to’
. to
to other maijo ng, should be attrib e
r uted :
Waste Land x“»]v'as feo cts, the answer lies in the e;t]; e Lo Eh?t.
en as the prototype of the e whie
ern” in poe

jou
nd culture by objective me
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gration is suggested in a
quotations.

xhlbmng what men and women se

nelusion of the poenﬁ to

Jumbie (or apparent jum, ysis and discrimination strove

these exercises in anal
r precision than was usual in criticism at this time.

lame was limited to aspects which were defined. Gen-

poem conveys i .
n one vi : .

gnette after a ns were illustrated by particular examples of verse.

ons were scrutinized and qualified. This intellectual

human spiri
prrit. But also in i
. s web of
tiousness made one feel that criticism must be more im-

t hypotheses aho ' .
: 1t than one had imagined. In fact, Eliot said, which writers

circles, Tt dj » theories then com
id not argue about the j mon i e -
mpact of historic; eciated and why and how much are points of enormous

social institution
. s on the h T |
uman psyche; it did not Sp nce. Of George Wyndham he was compelled to make
\ is no conclusive evidence that

judgment that, “There 1
ed all the difference, the gulf of difference between” a
Ronsard or du Bellay.

£ Villon, which Eliot quotes, and
s were reminded that “the larger part of the labour of an
jor in composing his work is critical labour; the labour of
g, combining, constructing, expunging, correcting, testing:
rightful toil.” Many a poet, reading these words, must have
ed his troubled conscience, wondering whether his toil
heen sufficiently “frightful.”
jot gave a new style to literary criticism and he endowed crit-
telligence with a greater responsibility for the health of civ-
Hon than was generally supposed, although in his high esti-
of eriticism, as in several other ways, his views recalled
¢ .of Matthew Arnold. Gradually his essays helped form a
taste. Poets whom neither the Fdwardians and Georgians in
gland, nor the Genteel and New Poets in America especially
iired—Villon, Donne, Dryden, Baudelaire, and La-
rgue——appeared on everybody's reading list, and a type of
try strongly influenced by Eliot and by these other exem-

1 and expected in the little magazines.

ars became conventiona
His essays were not polemical, but his attitudes and style as a

€ssays—approximately a hun critic were shaped to some degree by irritation with the literary
e Liilieu. Insisting on “the impoftance of intelligent criticism,” he
followed his old teacher, lrving Rabbitt, in discovering little “in-
ra. They dismissed the R, igent criticism” in the English-speaking world, at least since
' . e 1820s. Pound, to be sure, was “not to be diverted . . . from

€, hEar, sa
nother the sic

and urbanized lif;

€ were ¢
:vzre the effects to which 2;112?@:: ;
ed—the weakening of ident)iity )

and will, of religious f.
, glous f;
of apathy, loneliness. h

porary and perennial, mod

times and places. eI yet essentially the sam

ELIOTS CRITICISM

Georgian mili o
milieu. Fliot’ poetry still domin,
. $ s o ant m o A , « .
lacked enthusiasm and tyle of critical prose ostentati the essential literary problem” and was always concerned with
personal ously e work of art, never with incidental fancies,” but he was hardly
“hrief and fugitive utter-

charm; it se
emed low-ke
' 3 critic of the first importance. His
inces” could not bear comparison with the sophistication, clar-
ity, and cogency of the “French Intelligence,” as exhibited, for

and i
and jsmngent to readers accusto
ymons, Chesterton, Saintsbury
3




516

FHE premmGs o e o Mo T. §. ELIOT: THE FARLY CAREER 517

one ooked boutin g1 o o Julien Bend ism paid the closest, most serious attention to the
one looked about in 1918 there was very little Ges f; F poeiry. As he compare 4 and a}nalzze d poets,
mlreq oo e Symons had- Erok "ahether they had a “bright, hard precision,” 2 control,
Saintshury, Wyndham, and impressiomst’_'_ Yea d proportion, a succession of concentrated, concre;e
Sjalntsbury, Wyndham, and Whibley were unerit 4] nd a “perpetual slight alteration of language, words
dlze_rs. P. E. More and Irving Babbitt were moralists o faposed in new o3 sudden combma’f,lons
thetic sensitivity. Academic critics approached .yegl KOsl high development of the senses \ for
thou_gh it were “an institution” like “Church; and ‘the cqualities of idiom he usually admired, a}though
cvden ol and cpifiod S cpowed g (;1 w aq surprising fondness for Kipling and Swinburne
lead}en’ < e’ e for e ‘English'fj:é pa 1 'Sas(t) once reminded himself that “our standards vary
Trmagiss, free sersihors, o e 2% fe .  boet whom we consider.” He gave the same scrutlng
‘I‘magmts, -free propae e uanians, afid dispen th)on detailing how the rhythm of one poet resemble
al-American propaganda,” they were “esprits., WI: trasted’with that of another and by wl}at means t}}e
contuse (From Elots pot of v imprecisioil' : < were created. In these respects his criticism was, .for_ its
ConfU?e ind veligion. o i o aestherjc,_' sually technical; the novelty, clarity, and pinponting
?Kg?hty and religion, an inability to conceive a’ fruith Zss of zhese technical observations fascinate? h1ts'1 cl)"zzciﬁi
e b - btai tance for his broader generaliza !
s e oliot coming on the scenc as a young write bt-arlin e()(ioalilsi;c;r}l) it otherwise might have been. Because his
Perhiaps he would be iitaced o Aitfacen pi 'Seeﬁled to illustrate that “a patient examination of an art-
Perhaps he would be irritated at differer . e rormn . - . is cxactly the surest vay” 1o appreci
haped neguinly by s a1 : “1(1) Iian value,” they helped bring on the criticism by
s oun sl e e - 1 e £ formai qualities that became widespread in Eng-
his own practical dilemmas as a nalysis 0

- I . nd America. A
tll:elr enormous influence to thei peaking of “form " ot ©
i L . . : i ’.

; € arust’s standpoint. Other factors were their stimulati cular formal qualities (Jons
1gence, the fame or notoriety o tk

f Eliot’s poetry, and th thing close to
: . s 1€ ntax) as something ! : .
tions his essays offered to weaker sides of human naty ﬁgzt of this as a system of conventions, includin

their allusiveness, fastidiousness, picky precision, sophisti ¢ technique (blank verse, the soliloquy, the five-act struc-
?r}d-tough-mindedness ot ome e possiblie t0 fecl th iy £ character (the vice, the braggart soldier), of plot {the re-
Jjowing the Party of Eliot, one identified oneself with. th £ Otra ody), and of the interpretation of human nature an 4
g e, callow, v Ao 2 opposed té;th‘e S0 e ncge (“Ytl’le handling of Fate and Death™). Where such a
cenes o h e, Ei o e peccorcing to the then ':'ré . o stem of conventions exists, it will have been de?reloped
senses of the terms, Eliot’s line was neither Modernist'I;io P m o :flized through several generations and there W:ll be an
tradonan, mesgee (A great axt was always both ne : d‘orge repared to “respond in 2 predictable way to the
tra}dmon&l; ceprions ma aoys offered a bass for scors ; ITI;S" stxi)mu};;i Eliot’s chief example of such major form 18 t.he
(with some exceptions) most other schools, parties, or inipo'rt 1iz;}§)ethan*]ac.0bean drama, though he also refers to the Divine

: . . - . 1 1 es‘
figures in the cont emporary scene—"new” poets, Georgi omedy, which depended, in his opinion, upon a similar orch
conservatives, Futurists, Yeats, Hardy, Frost, and so forth. T ,

) | iration of conventions in the Provencal and Tuscan poetry be-
Opportunity was appealing, especially to the young, who did:

1t points, an
But however much
s critical essays largely refl
writer. In fact they partl
r grasp of problems of.

ften had in mind not so mu.ch
on’s “natural,” Milton’s “artifi-

13
the notion of a “genre.” He
g conven-

or form was estab-
1n an age when such a system was )
feel themselves under attack, ore Dante. T g 2 system or fore s esiabe

ished and available to writers as a
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“The more perfect the artist, the more

ely separate in him will be the man who suffers and the
ch creates.” A poet is not to be expected to hold origi-
d profound thoughts on “Man, on Nature, and on Hu-
e” (the phrase is Wordsworth's). Eliot would argue that
is more likely to be successful to the extent that a poet
the “commonplaces” of his age, if there are any. His
trimming of Romantic attitudes is focused most provoca-
his opinion of literary conventions.
the early part of this century the general mass of poetr
nely conventional as it usually is—perhaps more so. In
y, however, the conventional was hackneyed and out of
oh with reality. (A “conventional” poet within the Romantic
ition is a self-contradiction, and magazine poets at the turn
century must have assumed that the conventional was still
é_oclassical and that to sound like Shelley, Wordsworth, or

‘was a gesture of freedom.) For Fliot the conventional was
positive element, and not only because it rescued the artist
om the poverty of the merely individual, while also doing
ch of his work for him. The conventional was the necessary
rtion of reality by which art sets itself at a distance and
pels us to view it as art. His attitude contained much that re-

ed the aesthetes of the nineties. Art advanced in worth to the
“ Artists are constantly im-

ee that it was strict with itself.
ed to invent new difficulties for themselves: cubism is not li-
der.” Of course distortion

ge, but an attempt to establish or
not falsification; the purpose was to bring out the real, or as-
ts of it, more sharply. But between genuinely artistic repre-

tation and realistic transcription there was 2 difference toto

is Eliot’s point——
pomi—Dante, Shakespeare, or any othe
. ersonality,” and

hggd to create for himself,
ecau i ¥
on 10 s 3 oube aspant. G s 7T
tion to it - . On the one hand, he h
e b;m;:llilliln vi\;a:iy, on the other, he suppresses hi Zhan
e subms ng to the requirements of the fo
writer nOtgbe e ccn;(npared to a medieval stone-car
e nfufslta en.for that of someone else by
e ﬂS; ! c::l ects h%s own skill, intelligence, azid‘-fe'
poties also co t;})losed In accordance with (one Imgh alm
) Sonventic ; a at have been handed down, and. thh
o e pmost part o thought of challenging. The requi
form has an obj:c(ﬁvteh?dseannx m CSCh genersion.
forn . Jdenuty and evolves thr it
devel;l;rlf;llltcit ;}:e arust’s task is conditioned (];1;8;}]116
develo inteuigencas rﬁ?tched. A major artist is characteriz.
o lomger beEns ;:‘-Vl\; ich senses precisely what can and w
oo e be don t,h € perceives the restrictions his age .
e o his hand. ey become opportunities. The p.
of some s o r(ljloaccounts fo_r the greater literary achig
ot 5 28 abmpdared with others; it is not that:tale
o s more undant, but less of it may be wasted
In the “anarchy” ofotlilnel’n(l:cl;ilit:na tasfg g Pt
o the " fthen world no major is :
ol sfv;zlll;enl}’ who 1s “obliged to consume vasg eniilgiﬁ'-gaﬂ
with no hope of achieving a “wholly satisfyl-

¥ was

sult.”
Eliot w i i i
twemiﬂhasegiimly Ilxttermg his own complaint as a poéf
rv; he was also striki i .
e ) . ng out agains ' §
Eharin est,hof Rthe quannc view of poetry gHe i:ﬁun?amem
pondefed e _(;mantlc reverence for the poet. Whe . Ca ¢ o
with awe the “pr i ife- of e
dered oductive Kf b
o o p ife-power :
sgelfqex rEh?t saw 2 toiling craftsman, Poetrypwas no(stj dividn;
elfe C};nestsmn,‘ at least, it should not be. It was ob'ect'md'1 ;
explainedsi;%‘cfgon. _Ip 1ts creative activity the mingi of1 2 pos
e ra_dmon and the Individual Talent.” rezé)n(:)tet
oS in a ch gmlcal process; _it causes materials to, combin .Z
oty o e into OT express itself in the resultant combi i
et 18 10 r.? Eutll"lmng loose_ of emotion, but an esca 22}
; Ol the expression of personality, but ar? s -
s ca

lo.
From this point of view, even the Elizabethan dramatists were
vt of the movement of “deterioration” which “culminated in

i+ Arthur Pinero and in the present regimen of Europe.” For
hey were unwilling to “accept any limitation and abide by 1t”;

ey did not lack a system of conventions, but in their greediness
‘for every sort of effect together,” they lacked artistic clarity and

discipline; there was “no firm principle of what is to be postu-
i d what is not.” The error grew in later
f Eliot to find the first

the period and

centuries, but it was characteristic ©
symptoms of decay very far back and precisely in
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of Europe. This mind alters as time passes, yet remains
the same. Similarly there is a “mind” of the nation:
pose a mind which is not only the English mind of one
h its prejudices of poliics and fashions of taste, but
eater, finer, more positive, more comprehensive than
of any period.” This mind appears in the “organic
“national literature” makes, for a “national literature”
«collection of the writings of individuals” but a
of works between which there is a relation. Whether or
rk belongs within this system or “tradition,” or is eccen-
t, has nothing to do with the originality or genius of the
ual writer. But it has a great deal to do with our sense of
h, relevance, and permanent value of the work itself, for
“in relation to” such systems that “individual works of
art, and the works of individual artists, have their signifi-

eg:;lrz;: }?ii; :::f;a?tlre ge;erally viewed as the gr
. It was also characteristic that k
example to be followed, a pre-Elj o
b ;@ pre Elizabethan dr,
withi the Lot ot ey o Py only
' ; since i Arder
:;n;:;el‘:;(e It;i)rksﬂhz're nge:dy, there hachla’eselrril thcf rom
- ar,ld ee; doW of Spirit at any particulaf.__p_o
R Is its course in the desert of exac
foa ity Whi CEI'IS perc.elved by the most comm
pometimes I ti}cl)t reminds one of Dr. Breisacher :
e dec; . oyght that Hebrew religious fééhn
b t’y m .tflu? time of David and Solomon. -
- :e Ii t;z:mésm pondered the relation that sho
between inegite;rly of the present and of the pés't'
pon that i theat y }?rese_rlFed itself to a thoughtf il
he when th F};OCHC n.nheu was divided, roug'iﬂ'
peciveen those ‘:rv 0 cont}nued more or less in: famijl
because they feltetrlfastetel::ntg;girr itelin des e
?)Z?:;ls: they felt that in a new a1;: zngl,oiie:hz(z:epia}fyed
guagé aizw ;::ungry a vital poetry must reflect thé?cu
thereby divorc:cil itlilgf EEZ—;}T et ke of
ther : € present time and-pl3
: }i rfli éﬁ;tn?;i t;,‘Ioluld not stimply continue in the conP(Ié:i
e mneweenth cex Siry’ as the work of the Georgians illustr
e past compretel Flt either Possﬂ)le or desirable to throw
{he past compl yc.1 or one thing, the notion was impractica
poct must hav ;111121 els, standards, aims, and procedures,
e oD imnate an must be formed through contacf- EWit
porna, influen es; fwhatever auxiliary influences may
o other fc 213 E) literature, from art, music, philosogh a
enific poe;nsra rom the audience, the main influenc .-zom
piom the poems a poet r.eads.. If‘ hf: reads only contemp'o. ar
bave sirearty o Iiva(lite with diminishing hope the groun'd"”t:
Cloding the e s :b o:er.lHe can go further and deepef. bif
Of;hforeign Cou,ntry'y malgamating native traditions with'th
ere were also less immedia i i
Arguing in a more or less idealist ;ZI;{ Eﬁiit[l)cc?slit::gntigf :ﬁzqns
Te i3

rerely a

ormous influence of Eliot’s premise

e poetry of a diverse and complex age such as the present
tself be complex, compressed, and ironical. He said this in
le most influential way

different ways, but perhaps the sing
Jish “metaphysical” poets of the

n connection with the Eng

. seventeenth century. His important essays on them were

blished in 1921, and republished in Homage to John Dryden

24). The book assured Eliot's rank, at the age of thirty-six, as
of the foremost living critics. It is incorrect to suppose that

hese poets, for they were by no

t alone revived interest int
ns neglecied before he wrote about them; but his essays

ade appreciation of them an “in” atttude. Moreover, his care-
and repeated attempts to define the characteristic “wit” of
“metaphysical” poets stimulated modern poets to emulate
ecause of his praise of this wit as the evidence or product of
healthy state of “sensibility,” it became in the minds of some
ics a criterion by which all poetry should be judged. Thus,
Eliot's essays did more than anything else to spark the Metaphys-
a1 Revival of the 1g20s and 19308
Eliot reminded readers that he was recalling older meanings
£ the word “wit,” when it implied not so much a mode of humor
s intellectual power and quickness, especially as these manifest
themselves in apt, unexpected combinations. In his essays wit

ally, there was the en
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gradually came to mean an adequate complexity
Ff)r example, in a witty, or mature, person, emotio
d_:slocate awareness; intelligence stays wakeful. to jue
cize feeling. The “ordinary man,” Eliot explair.ls:'- ¢
reads Spinoza” (the affectation in this phrasiné
man” reading Spinoza—made him wince in late
the “ordinary man” these remain separate, disconnec
ences, but in a poet they interreact. Romantic and
poets such as Shelley, Tennyson, and Brownin'g- rese
“o_rdlnary man” in this respect, for they could not, Eli
tained, think and feel in the same moment or, as he
they did “not feel their thought” immediately. A “dis
sensibility” was already setting in during the later s
century, and from it “we have never recovered.” - '
‘T'rying further to define this lost wit, Eliot suggesst tha

LATER LIFE

liot left Lloyds Bank and joined the publishing ﬁlzr};
and Gwyer (later Faber and Faber), where .he wor 1«?'
est of his life. In 1932 he separated from his wife. &sl
ere busy with editorial chores, with C]Elurch CONCETrns, w}:
.nd lecturing, and with the endless jobs a farnous author
oid. In 1948 he received the Nobel Prize for_hterature.
¢ married Valerie Fletcher, and very happily. ot
1932, when his Selected Essays gathered together wk at 1(=:
asidered the best of his critical pieces, he. held an ac now.
d authority in the literary world for which no comians;n
‘ound in England or America unless one goes backtot ;:1
ars of Samuel Johnson. Even Johnson was not S(‘)fm‘uc
) ded as an oracle on the literature .Of his own h.etlme.
a tough reasonableness beneath the slight lyric grace. <s one still remembers or reads the literary discussions of
‘s‘hows 1t§elf in an “alliance of levity and seriousness’ €58, i)o o, one can o e how s of
the seriousness is intensified”; it is not “cynicism',.”"' tl Eliot’s sentences Were quoted as sources of authority or
may “be confused with cynicism by the tender-minde; .-Yco dispute. He held this position more or less to the end of
chves, probably, a revogmsion e experién Ee congucting himself on his eminence with tact, digruty,
vowes prol:fably, a recognition, implicit in the exp.fes o' e ,nevolence.
bl oF other kinds of experience which 4 h’:ou hout the 1gzos Eliot was exploring a new world of
" . ht agnd feeling in religion. At the age of twenty-one h‘e t}ad
¥ himself strangely mirrored in the.despalru_lg pess1rr}1stm
Jaforgue. He had lived through growing emt?tlonzill anxie IyI;
pfession, and guilt in his personal life during his early Y;.:lr; t
don and had sought and not foupd a belief or faith tha
1d give a meaning to man’s suffering. He had puthh1s I:ue“[l:[—1
nally lived emotion into The Waste Land. A.lthough the _};0?50
wells on the meaningless and degra(_led life of man, 1t & °
okes in thick allusion the religious faiths that may have gw;zd
gnificance to life in other times and p-laces——the' p.agarf) ‘;T‘Oi“ d,
ent Palestine and India, the centuries of Chmsn:alnf elie 1;1
urope. Symbols of religious faith‘, even fragments O‘fplﬁ?ir:r:
are present; they are not necessarily undel‘*stoo.d or,if u
ood, believed in, but they are very mugh in mind. e dosel
The steps of Eliot’s religious CONVeTrsion cannot | e.‘ closeO);_
traced. As early as 1920 he was speaking apprea.‘auc‘lrfz yten
Dante’s Paradiso, against which he had harboredl a preju }(ée e
years before. The Paradiso completes and explains, he said, the

Romantic and Victorian poetry was not only o
serious—far from it. Twentieth-century poetry has not
ql‘laliﬁed its earnestness with irony or humor; and by “wi
did not mean verbal banter or joking. Nevertheless, in the
ance of levity and seriousness” found in some mode an degr
in much of our greater poetry, the element of levity ha
more strongly emphasized in the twentieth century than it
the hundred years before. One thinks of the country hume
Hardy—if Hardy was a twentieth-century poet—and o
sense for the grotesque. One thinks of the ironies of Housm
the I}umorou&; shrewdness and pathos of Robinson, the teasin
evasiveness of Frost and Edward Thomas, the “Romantic”'ir
of de‘la Mare, the Georgian appreciation for the light touch
accusing satire of the English war poets, the buffooneries ,
peries, and deliberate fantasticalities of the New York set. L th

perspective Eliot’s praise and emulation of “metaphysical wi
appear as part of a broader tendency.
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horri . .
hasrr;blge?inq disgusting episodes in the Infern
bas 2 def nite structure, one that articulates i
w8 umarn character and action with: = .1- -
:Elear;irﬁg. Eliot’s study of Dante (who meaﬁrfl .
ar Ez; Shaer C}{)o;ﬁ:t throgghout his life) was one 6
he netie -hlS growing change of mind. The
emOtionarilagor poem after The Waste Land, d
morional espair and paralysis, yet symbols of
e present ﬁn_a.m(_)re explicit way, as thoﬁ'g' des
cused on ristianity as the only alternative I.
readiy gr:1 Zrmons and other works of Anglican’ ;
meInbwn fss}\lrenteen_th centuries. In 1927 he fo
e Weo e Anglican Church. His poemé an .'
jorth Ofrc;hvzgttejs f;fr;vn; within a Christian com i
m, -Wednesday (1
(1943), deal with the struggle fgr (faigtioi)n Zzirzlgz xf \

Christian Society (1939} may be compared with Co-
On the Constitution of Church and State; Notes Toward the

, of CGulture (1948) with Arnold’s Culture and Anarchy. For
ears Eliot had been studying the poets and dramatists of
venteenth century. At first he had been intrigued by their
tion, then by other qualities of style; gradually the ques-
deepened, and he had tried to conceive and describe
bility and vision that formed their style. Hence as
hout the 19208 he felt his way toward a religious commit-
and conversion, the particular religion or church that held
magination was Anglican—more exactly, an Anglo-
holicism rooted in the English Renaissance—and when he
ptized in 1927, he felt himself to have become a “bearer”

s tradition. Remembering Eliot’s earlier feeling of “pro-
d kinship” or “peculiar personal intimacy” with Jules La-
€; one may say that he was consolidating a second identi-
tion, though it was a complex, diffused identification with
al writers rather than with one. In the seventeenth-century
ol an bishop Lancelot Andrews, for example, Eliot ohserved
of “decorum and devotion” in his private life, who had a
on for order” in religion and in prose. With his “breadth
culture” Andrews transcended English provinciality and
soke with “Continental antagonists” as an equal. His sermons
‘not easy reading” for they are “peppered with allusion and
otation”; moreover, they do not satisfy the Romantic taste for
onality and self-expression. Andrews emotion “is not pexr-
41” but is “wholly contained in and explained by its object”;
«yoice” is not merely that of 2 private individual but “the
ice of a man who has 2 formed and visible church behind
m.”

‘As the fascist and Communist dictatorships loomed abroad in
¢ 19go0s and class conflict intensified at home, Eliot wrote
ch on problems of social organization and politics. His posi-
11 was conservative, in some statements radically so. It seemed
'« more conservative in the context of the 1ggos, for his re-
ligious view of man’s innate evil put him ata wide distance from
ontemporary, secular hopes of renovation through social insti-
ations. The strictness of his moral and intellectual conscience
ade his politics somewhat impractical, as he himself recog-
ized; in all parties and programs he saw inconsistency, danger,
nd wrong. He was, for example, against the dictators, but

such a commitment.

The
Englh 1:2?; grcia% that he was baptized Eliot becamea i
o gl g f .ngland had been his home for twel -
gml;nds ,th. riends were there. But these were 1
grownds « 1s gesture. The formal acts of baptisrn-. nd
fundamenf::;assgdl 'hls resolve, at the age of thirty;fun .
pamenta :m Ct{a ng;izf,bin'd final commitments,. deter
posed at this time, articulate:lsnhitsh ceofrtll;?éz ‘ i;fgva:jdnﬁd%.
, ent

having decided; hi -
=d; hus emotional and spiri
would be to live with the Choic;: nlefclil;:l_tual struggle hen

Eecause I do not hope to turn again
Fet these words answer
Mo;- V\tr}ljat_xs done, not to be done again
y the judgement not be too heavy upon us

His new dtizenship ex 1
o ‘ - pressed Eliot’s i '
: lrllégil;}; rig;r;rﬁ, historical, and reIigioiOTiggi;}émpath'y
K that there was in English literat e
poet-critics—Sydney n Colori
Arnold—which was unique’a
and he derived a sense of his
ecessors. Johnson and Cole
the church; Coleridge and
theory and criticism; Eliot

e
Dryden, Johnson, Colerid;:‘oand
mong the literatures of the V\;OI‘Id:
own possible role from these pred.
ridge had been lay cham 10?1
Arnold had written works I:?)f .so.s'c
was presently to emulate them. T,
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democracy as it existed in England and Americ
distaste. L

He continued 1o write criticism (Dante, 1929;
and the Use of Criticism, 1933; and On Poetry and :

22
lecting his later essays). He edited The Criterion, a o
ature and ideas which he founded in 1922 and which : VANT-GARD
1939. He attempted to develop a poetic drama tha HE NEW YORK A

S TO THE
E MOORE

ble on the modern stage. Sweeney Agonistes, his f
brilliant experiment, was left unfinished in the 1g:
lished in 1932. It was followed by The Rock (19g4), M.
Cathedral (1935), and The Family Reunion ( 19809} 1x
the poetry is still compelling, but when, after a te

W [LLIAM
"EVENS AND W
ARLY 1920s AND MARIANN

‘Though the play had considerable commercial sy __
unlikely to last €Xcept as a curiosity in the career ofagy
The same thing may be said of his two subsequent
Confidential Clerk ( 1954) and The Elder Statesman (1959}
Between the early 1930s and 1942 Eliot composed
sequence of long poems yet written in the twentieth cen
Four Quartets. The first of these, Burnt Norton, grew out
not used in Murder in the Cathedral (Gust as The Hollow Men
lized around bits left over from The Waste Land). The

| . i ) ' 16 publication of /
East f]oker, The Dry Salvages, and Little Gidding develop "ﬁgmemus n of The 1o oo e
s Camera Work, 291, The Seven Atts, X

s ,

. New York
: kin1g17. The ;

Chicago to New Yor denheim,
.;V;Z;i 1;/\inlliam Carlos \/\T'ﬂliaHASI’1 Wai;e; Louise Norton,
C ’ ; en i
! Pitts Sanborn, All . Thirty to
g, Donald fsvallji,la Ridge, and Marianne EVI i(z:l;’z to become
Slace Stelvier’ some of these New York pOZSH D. in London,
J Yealf)?ltacoﬁlpared with Eliot, Pound, an _—
10OUS,

d Masters,
bert Frost in New d of lesser
The Waste Land. It makes z poetic use of place as the subie ¥ LOWCI(Ii ?}I;i deErg in the Midwest, they all seemed
i ndsay, an

e in the 19105. B
Igmﬁcan.ce mtne 13 1015, we may begin ‘hree-
Surve}q;\]lg;}}eef;?;mHe?reBAlfred Kreymborg shared a
od in Ne .

] Hal-

, . Ray and Samue

: : artist friends, Man London,

om shack Withhta‘gz in 1913 came a parcel fr(:;luscript of
ert. 1o 'thlsbjtcher’s paper, containing the m

wrapped m 527

FTWEEN in i York
| d painters in New

2 and 1922 poets an .o
& Cit formeilgalthriving avant-garde. The dates are chosen
ity h

ist

hase of the Moderr_ns

imately the first P i
o ap(}; le;Irlom the founding of P.ogtry m’:tig?here
e eation mgThe Waste Land. During this I;enlci ther
“ ork: ’
esin and around NewDiaL ke Ot

vignettes of The Waste Land are absent, as is, for the. 10!
the urban scene. There is stll allusion to past literatu

fragmentary or, at least, disjunctive progression ;
tures are less noticeable. It is sti]] densely symbolic, even sy
list writing; the same or closely associated symbols—the fire
rose—weave incrementally through the whole work, Buy;
employs a directly meditative and generalizing style not for

. by Grant-
tion which has persisted in English poetry from the descrip; with pearsy

meditative verse of the eighteenth century to the present d
The feeling of piety before past life and history, as the
embodied or brought to mind in the village of East Coker, fo
example, or in the chapel at Little Grdding, was also usual withy
this convention, Thus, the Four Quartets were a more traditiona

and accessible type of poetry than The Waste Lund.




