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ABSTRACT 

Name: Ronald H. Wallace 
Thesis Title: 
Department: 

Rellglous Development ln the P0fttlc Works of T. S. Ellot 
Religiou~ Studies . 

Degree Sought: Pt1.l) . 

ThlS thesls uses inductive reasonlng to produc~ the theory t~at 
. 

Ell0t'S poetry and plays reveal religlous quest. "Rellglon" is used ln the 

wide sense glvèn uy T111icl, ta lnclude ooth ult1mate concern and the pursuit 
. 

of answp.rs to tl,a t concern. The poet rroLJab l y, and th~ personae certa ln l y, 

are ln reaction against romant1c standards whieh saem falslf1ed by the 

c~nd,tion of the real world. A~9?~ lS ObV10US from the f1rst, and the quest 
Q 

is for a ~eaninq in life powerfu1 enough lo overcome fragmentat10n, lsolatlon, 

and relat1v1sm. Quest begat1rtvJitfl the earl1est poems and continued throughout 

his work wlthout discontînuity or radical breaks. A vanety of attempted 

solutlOns lS ObVl0US in the poetic works: psychology, eastern rellg1ons, .. 
Christ1anity, eUlics, asceticism, rootlessness, rootednes5, myt,h" and 

aesthetics. Eaeh poem bUllds on the previous diseoveries, and development 

did not stop unt11 his' death. Eyen there no "final" pOS1tlOll eXlsts, for 

there is evidenee that he.~ld have moved further st111. 

, \ 
Eaeh deve 1 opment 1 s, documented by close referenee to the poetry l 

and plays. Chronology has been scrupulou'sly kept, with the intrlnsic 

~vidence alone speaking w~erever possible. Emphasis on pattern and on 
". , 

. close documentation has 1ed to novel interpretations of sorne poems, but the 

;nte~pretations are well substantiated; and the opinion is advanced that no 

poem in tbé Eliot 9~e~~ can be-understood proper~ outside the pattern of 
.JI 

Eliot's religious quest. 
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RESUME 

Cette thèse suit une méthode lnductive de raisonnement pour ----_._---
présenter la théorie s~vante, ct savoir que la Poèsle et le Théâtre 

dlEliot révèlent une qlte rellgleuse. Le mot "rellglOn" est employé au ! 

sens large que Tlllich lUl a donné pour englober ct la fois l'état de 

préoccupation ultime et la poursuite des éléments qui répondent à cette 

préoccupatiOn. Le poète probablement, et les personnages certalnement, sont 
~ p. 

, en réactlon contre les valeurs romantiques qUl semblent être faussées par 

les condltions du monde réel. L'Àngst es.t évident dès le début et la 

recherche d'une signlficatlon dans la Vie qUl soit assez puissante po~ 
> 

trlompher de la fragmentation, de l 'isolatlon et du relatlvism enqendre 

la quête qui commence avec les premiers poèmes et contlnue a travers toute 

son oeuvre sans coupure, sans cassure radicale. la variété des solutions 
\ 

envisagées est évjdente dans les oeuvres poétiques: La psychologle, les 

religlOns. o.rientales, le christianisme, l'éthlque, l'ascétlsme, le 

déraclnement; l'enracinement, le mythe et l'esthétique. Chaque poème ,s'édi.fie 
/ 

sur les découvertes des poèmes précédents, et cette croissance organique 
, > 

·ne s'est pas arrêtée a la mort de l'auteur. Même l~, il n'y a pas de 

positlon finale car il existe des preuves qui montrent qu',l aurait pu 

" progresser encore plus loin. 

Chaque étape~e cette croissance est étayée dans la thèse par'des 
, , 

documents en relation étroite avec les poèmes et les pièces de théatre. 

l'ordre chronologique a été scrupuleusement respecté, et chaque fois que 

cela est possible les preuves intrinsèques parlent d'elles-mêmes. L'accent 

. 1 
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mis sur la structure d'ensemble de cette 'quête religieus-e et la documentation 

minutieuse ont fjJ€11ê a de nouvJ~l1es interprétations de certains de ces poêmes, 
!,~ 

mais ce~ lflterprétations sont bJen justifiées. Il en ressort qu'aucun 
') , , 

poêm~ dans l'opéra d'Eliot ne peut être convenablement compri~ en dehors 
1 

de l'optique inhér.ente a la structure même de sa quête religieuse . 
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The originality of ttlis tnesis lies flrst ln the pattern it 

develops, secondly in the close documentatlon of that pattern, and thirdly 

in the lnterpretation of certain poems. Other writers, and Unger is one 

of the most notable, have discovered pattern or pat~erns in E11ot's work. 

Some have seen re11910uS pattern~ though on1y one, Audrey Cahil1, takes it 

back to his poetic beglnn1ngs in 1909; and 11er pattern 15 not the same as 

th{ü deve10ped lJere. Those who have glimpsed a re1igious pattern often 

ha:e\other thinqs on theH ,minds and therefore give the pattern 1itt1e . -

mentl.On, and documentation of lt 1ess. Kristian Smll!t is an exceptlOn. 
t.,-

His work: 11ke thlS thesi,s, attempts 'to marshall the evidenc~ and prove 

the jdea that is advanced. Our lueas, howev~r, are quit~ different. 

Certai~,poems have been analysed in new and some~imes radical ways. 1 

would point out in partlcular "ConversatlOn Galante," "Gerontioll," and the 

fir~t section of ~s~~~e~~esd~. Al1 poems discussed dre interpreted in an 

original manner insofar as they are seen in the light of EJiot's unfo1ding 

pattern. 

It is difficu1t to list works relevant to the thesis since few 

cri tics have approached the subJect in a simi1ar manner. Besides the two 
~ 

books of the two writers mentioned above, there are two dissertations of 

interest, one by Mathewson on Eliot's poetic ~evelopment, and one by 

" Huisman on the development in his critical writing. None of these crY(iCs 

cornes ta the same conclusions as this thesis tpough there are simi1arities . 
. 

1 shou1d mention my own two theses since they e)(pand what the last three 

/ , 

.. 
1 



Il 

chapters 'of tlllS work ha~~ to say. For more general lnformatlOn on the 

poems no list would be complete without the name5 of ~1atthlessen, Gardner, 
1\ 

and Kenner. For the pl ays there are Sml th and Jones. a'fi/fi Ràymond Pres ton 
.}, 

, 1 

15 a close study of ~o_uT __ Qu}T_t_e_t_s. t~eedless to say, none of tllese'can 

substitute for the readlng and re-reau1ng of Ellot himself. 

There are two br1ef matters of format. When Pgetry 15 c1ted, 1 
'~ 

have lnd1cated om1ssions ln the same manner \'Jhether lt is' a vJord or several 

lines that have bèen left out. Secondly, sorne tltles Of poems are quoted, 

others underllned. In geheral, complete works publlshed 1ndlvidually are 

underlined whereas parts of works or p1eces appearing in collectlons and 
.! 

periodicals are quoted. Exceptions are made for the short Ariel P,oems , 

which were published lnd1vldually but are best known in col1ectio9' 

There is a long 11St of people \'Jliose help and mformatlOn lias 

"been given along the \'Jay'. Fust lS Dr. Joseph C. McLellan9, my ttlesls 

. " advisor, whose adv1ce was invarlably sound and whose patlence was even 

more remarkable. 1 should ment10n preV10US thes1s auvisors for previous 

theses, Dr. Donald Evans and Dr. Roger Hazelton, not on1y for the he1p 
o 

they offered ln those earlier Eliot efforts but for the dlscouragement 

they gave ~vhen 1 wished ta attempt this longer work at tao early a stage. 

Professor Louis Dudek conduct~d a seminar on "Image and nyth in Twentieth 

Century Ppetry" that gave background necessary to thi s study. He al so / 

read rny rough drafts and made many he1p{ul suggestions. For his belp and 

encouragement l am grateful. Other ideas came from sem1nars or discussions 

with 'tdriOUS McGill profes90rs: Dean Geoi"ge Johns ton, Dr. John Ki rby 

and Or. Robert Culley in Bibl1Cpl Studies, and Dr. Mc~elland ln Ph1losophy 
)1)9 

of Religion. Or. McLelland's tutorial on "Theology and the Arts" was 

particularly helpful in that it began the line of thought which cu1minated 

" ; i 
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in the ~omparison of T~e Wa~t~~~ and cubism. Four typists handled my 

final draft in a rapid and accurate manner: Lynn Boyle, Vivian Goldstein, 
... - . 

Debra Lamoureux, and Heathe~ Smith. Without their help it would have been 

impossible to meet my dead~:s. Most of ai, to-my wife, for her 

encouragement, patience, and proof-reading, l'owe a great deal more than • 
" mere acknowledgement can say. 
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CHAPTE~ 1 ___ --L--.- __ _ . , 

~ . INTRODUCTION 

"The Contentions 
-

This thesis attempts to demonstrate four things: that the poetry 
~ • 0 

and plays of T. S. Eliot reveal an author beginnlng in reaction, unde~- 4 

-
takin~ a ~ife-long quest, developing towards the goals o~ that quest withqut 

radical breaks, and arriving et no final positlon. The i~pllcation5 of 

these four points need,some discussion sinc~they are by no mean~ accepted 

unanlmously by.critical writers. 

The first statement is the Jeast controversia1: El ioL began in 

reaction. His early pieces are so different from the6 poetry of his 

predecessors that 'no one can c~l1 it blind acceptance that they display. 

Something is new. What is overlooked occasionally 1S the extent of the 

chang~. Here is ~o mere aesthetic reyolution, but a revo1ution in view-
. -

point. The content of the earliest poems shows a strong reaction against 

romantic optimism, which was the preva;'ling spirit of the ,times. , 

Since the Zettgeist is not the subject under study, little mention 

will be m~de of Eliot's contemporaries. If it were necessary or helpful, 
, . ~ 

Parallel reactions could be found among them. Thomas Hardy had been 
o 

rebelling for over three decades 'when Eliot beg"an to write. A. E. Housman's 

A Shropshire Lad came out in 1896, over twenty years earlier. The Poets' 

Club~ the forerunner of Imagism, started i~-1908 under T, E. Hulme, then 
1 

fres~ly expelled from Cambridge. Eliot's, first'mature poem was written in 

, , 

" 
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190Q • These thinqs demonstrate that change was in the air. Th&~ould be 

) used to substantiate the idea that t'he aesthetic renoviltions of the tlme 

were the outvJard signs of the rebeHion aqainst romantic standards arnd the , 

reJection of the romantic outlook on 1ife,which chronologlcally preceded 

the stylistic chanqes. 

The posslbility of such a socioloqlcaf approach to EJiot's eàr1y 
~ ~ 

dlstaste for rQmanticism must not hide the,'uniqueness of hlS reactlon. He 
h 

was not jumpinrt on a "modernist" band-waqon, nor was his poetic and persona1 
'-. -

behaVlour a carbon COpy of a few men whom he admir~d. Laforgulan dand~m 

i s éI mask for SOfTlethl nq not\t.0rrawed frorl French l nfl uences . rJor did hlS 

vlsfon come from his Enq1ish revo1utionary contemporancs. A wrestler wlth 

second-band conceptions does not generate the lntensity of an EllOt poem. 

"-The horror was his own; and lt was the motive force tllat sent him questing: 

the second point. 

The fact thélt revu1sion is intense and ane's 6wn does not 

necessarily meaQ a quest for somethinq e)se, Some men satisfy themse1ves 
- , 

with neqatlve emotions ,and haver erç>und the abject of their disp1easure llke 

vultures waitinq for their meal ta die. Hafrly wrote for fort y yearS,and 

never got beyond rejectl0n and rebelli;n.-\ 
, 

In EllOt'S ca<;e a 9,Wst resu1t~d. That his searèh beq~n from 
. 

'. 

the earl iest poems .is a fact critics have not considered. "The Hippopotamus" 

of 1917 is the usua1 ear1y date, though most commentators do not take up the 
o 

matter of search before The Waste Lahd in 1922. 
~ --------

" 

? 

Even in his ear1y career Eliot apparently needed a belief on whic~ 

to base his life. Wh en romanticism repelled him it drave him off in all 

directions.l ike shrapnel. It sent him hunting c for some'thing in which to 

1 
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,embed or bury hlmself. f At different~tages Eliot looked into psychology, 

eastern rell~lons, Chrlstlanlty, ethlcs, asceticlsm, rootlessness, rooted-

ness, myth, and-above a11 aesthetics, as bases for life, 

The vlOrd "bUI 

and lack of resolution. 

lJrlnfjs up the third and fourth [)Olnts: development 

nany cntlcs consider that Eliot, ln the late llJ?ns, 
/ 

stoDPed developlnfj as a poet or critlc. Thev see hlS accePtance of 
1 

Chr1stlanity as a retreat, an escapê fram the problems hlS earlier works . ~ 
v' 

had descnbed, and they bltterlv decry lt. 0thers sec tllS Chnstian 

declaratlOn as il. lIo1nt from v/hlCh no further development was necessary, 
~ 

and st1ll f)thcrs consldcr his Christ1il.n works a radical break with his own 

pasto In other I-Jords, some cntics see El lOt staqnatlnq at some pOlnt along 

the way, and others see him markinq before develop-

lnq. Bath Vlews are wrong, as lS thr> 'view of ril.dlCal dlscontlnuity. This 

theslS \'n11 attemot to show, as a tfllrd p01nt, thiit ln EllOt's poetic works 
r 

" there l s cons tant delfe 1 opment from the begl nni ng to the' end of hi S career 
. 

wlth no rad-lcal breaks alonq the way. 

By "development" tJrogress is not necessarily implied. Descnptive 

analysls of the collected works ~s the aim, and Judqments of evolution or 

devolutlon cannot be ga1ned From the wo'rks in themselves. What lS meant by 

development is that each ne''! work is based upon pre~ous ones., There is 
" 

an organic connection between poem and poem. The growth ;s like' that of a 

tree (or, if one prefers, a cancer). What 1S new in each work is an out-
~ /'-1 \ 

growth of an earli~r thought,'or else it 1S there because the earl 'er thou~htJ , 

w&s seen to be inagequate and a new ldea needed. 

Not only does each work dGtpend on the previous ones. line of 
Cl ,/ 

. devel~ment is that traced by the various meanings of "religion" to be 

outl ined in a subsequent 5e,c t1 0.0.. After~feel;ng the demands of insecurity 



\ 
(9~J~), Ell0t first turned for answers to various ~~c~]9!Js~s. 

\ 
La"'ter he . 

discovered with more and more clarlty the realm or dimension thlS thesis 

call~ ~a~~am~E!J1_(aJ~1i!11, ,and later still moved intJ Ch(i_SJlal1j_t;. 

The fourth matter is that at nQ point d1d Eliot reach a final 

position or an end ta his growth. Develo~ment ,~tinued from the beginning 

to the end of his life. Even after commlttlnq hlmself to Christlamty he ., 
never stopped exploring hlS beliefs. It may be sald that the line of 

. 

4 

developm~t shifted from a search for an object of faith to an lnvestlgat~n 
~ 

of the found object; but that 15 stlll development. After the late twenties 

his cammitment qre\</, his beliefs became more cie'arly deflned, and their 

.. • lmpl i cat ions became more and more far r-eachi ,1g. Between ~5_h_-!J..esJ!1_e.?_d?I a'nd 

..J'~_J_l~~! __ S_~_t5~_s.!11il_n_ there i s as much chan'qe a c; there was in the peri ad 1 eadl ng 

up to his Chrlstian wrltings. Chanqes continued to the very last work. 

Therè is eVldence that development would have continued bevond that point. 

The aim of the writer--an admittedlv impossible one so that what 

is said in these two paragraphs is only theoretlcal--is to disappear a~d let 

Eliot's changinq positlons define themselves. The opposite approach would 

be to adopt a position and view Eliot from there. Such an aoproach would 

be perfectly legitimate. The interplay between the positional "form" and 

the Eliot "content" allov/s both to be tested and may uncover lnte~sting 

possibilities in each. 

Nevertheless, by adopting a particular viewpoint a critic js 

taking a stance,that may hide the difference between viewed and viewpoint. 

In the second place, should rrbn-conformity become evident between them, it is, 

the viewed rather than the viewpoint which tends to be put ln the bad li~ht 

of being "othet''' and different. Thirdly, emphases may Shlft when one sees 



• 
a man's thoughts from a dlfferent perspective. Deflning Eliot as a 

Tillichian, a 'rierkegaardian, or an existentialist may be helpful in some 

ways, but he loses his separate existence; and the viewer, by uSlng a 
'" 

foreign viewpoint, loses the abllity to see the man for what he is. 

, 

5 

Eliot has beeh such a Cjiant figure in t\'Jentleth century literature - " 

that people have tried to cope with hlm by loving or hating .. ,Svmpathetlc 

objectivity is needed. hope to look' at'Eliot's thoughts ln arder to 

~understand them, not to show"that they may corrupt y~uth or purify the 

dialect of the tribe. He is one man who started ln a certain position and, 

moved by understandable pressures, passed alonq a certain road. In other 

words thlS thesis hopes to uncover a significant pattern ln the light of 

WhlCh lndividual poems and articles ~ecome more understandable. 

Thê ,material available for such an approach 1S such that arbitrary 

limits have had to be set'. The dissertation aim~/_to docu~ent the pattern 

of EllOt's development from his poetry and plays ~lo~e. ?1his has varlous 

implications that should be fllentioned .. 

In the first plac0, a literary assessment of Eliot's work is not 

what is beinq undertaken. The poetry and plays are used to demonstrate the 

thought of the author behind them. A balanced literary estimate miqht 

di smi ss sorne of the works most useful in a study of the pattern. "Conversa-
1 

tion Galante" is slight, IIThe Death of St. Narcissus" defective; and "Mr. 
~-

Eliot's Sunday Mprn,ifl9:~ervice" unclear; but all reveal aspects of develop-
" j 

ment. Slmilarly, 'audlènce reaction has little bearing on what is said. 

Murder in the_J:!lthedra land The ~ock_ta il Party were well recei ved, and jet 

from the point of view of Eliot's purpose they were, as were all his works, 

partial f~ilures leading to new considerations. 
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"'''-0.: ..... , 

same time, the overview this dlssertation glves should 

crlticlsm. A full critlclsm should see each piece as part 

of the Each can be enJoyed in its own rlqht, a point Eliot often 

made, but greater produces greater enjoym~nt in works of • 

depth. El10t himself ~aid, 

The lyncs of Shakespeare are bea'utiful in 
themselves, but also they have a dramat10 
value, each coming where lt does in the play. 
Vou don' t get all the del ight they are ' , 
capable of glvlnq you, unless you read the 
plays ln which they occur. Look at 
Cymberline for instance. And you don't 
really know any one play of Shakespeare 
full y untll vou have read thema11 .. Itis l 
think true of al1 major poets that you need 
to read a great deal of thelr work. In sorne 
cases al1. 1 

One of the many strands of understanding prerequlsite to a full critical 

evaluation of any one or the whole of Eliot's works is t~c pattern thlS 

thesis attempts to demonstrate . 

• The second implication concerns Eliot's critical essays. Since 

6 

" ., 

the thesis concentrates on the Doetry, the criticlsm he has written is, for 

the most part, ignored. Yet if the ideal is complete concentration on the 

poetics, the twenty or so~references to the essays need to be explained. 
~ 

Some lntroduce Eliot phrases that are useful or which state ideas concisely 

and clearly. SU~h "ready made" mat.erial is hardly an lntruslon. But other 

references occur when a particular step in the pattern is not easily deduced ' 

from the poetry alone. Sometimes several interpretations are possible from 

the l att~r. 'Perhaps, especia lly after Jp_e--Jast~_L~-.!l~_, there are 10n9 periods 

when nOlPoetTy-was ~_~lished, and prose is used to f111 in-the gaps. The 
1 .,. -_. -- ------. __ 

ideal, then, is not a1ways reached. if 

-
The prose is important in another way. ,If the poetry and drama 

evolved in the manner described here;n and if they represent a development 
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7 

'<>'l,..( .. ln';~f:liot's tllouqht as 1 am sure they do, naturally the same pattern should 
..... !" ~I"~ 

be evident ln tllS eSSaY8. Such matters lle beyond the scone of tlllS study, 

\ but the pattern does aDpear 1 n the rrose a 1 sa. Documentat 1 on l S poss i b 1 e 

and could be gathered by anyone wishinq to 1est my 1nductlons. 

The th1rd implicatlon of 11mltinq the study to the poetic works 

lS that blogranhical material is excluded. This may secm strange. The 

thes1s does 1mply that the pattern seen in the personae must have sorne 

close relation to the eattern in the life of the' author. The senslble 
. 

place ta look for such a pattern surely would be in letters and documents, 

personal rem1nlscences, and the remarks of close friends. Ta seaj hl s 

poetry lS ta look for the second-hand. 

" 
There are three responses ta the matter. The fi rst l s ta poi nt 

out El1ot'S extreme retlcence ln oersonal matters. He disclosed next to 

nothlnC) about himself (thr1t lS not obvious ln h1S essays), and 11ttle more 

has come out since.hls death. A study of ~attern must go to where the 

lnformation is available: either his prose or his poetry. In the second 

place, the informat1On that has become avallable does not contradlct the 

hypothesis the thesis presents. Those wishlng to check this cla1m could 
~ 2 

begin with Valerie Eliot's edition 'of J..h_e __ ~a_s_t_e_,=-a_n..d, or any of several 
3 

collections of essays and remin1scences, notably that of Allen Tate. 
4 

Margol i s' study qiv~s some bioqraphical infonnation, thouqh he concentrates 

his effort elsewher~. T. S. Matthews is saon ta publlSh a blography, one 
5 

In the third place, 

should sorne future information turn up ta disprove a part or the whole of 

the hypot~esis. the work still will have value. The pattern presented is 

~~~T~_ in his collected works whether..)t snould preve to be real to Eliot or 
~ l 

ideal. If it represents the pattern of Eliotls own thinking it has~wider 

/ 

, , 
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appllcatlons than othenllse. But evcn lf the pattern lS ld(' , only, lt 
) 1 

stlll sheds llqht on meanlngs and lmportances of lndlvldual passa~ In 

1940 E110t said he \'11 shed to be the kind of poet--

~ ... who, out of lnte~so and pprsonal experience, 
i s able to express a qeltera 1 Juth ~ reta i nl ng 
<lll the particulanty of hlS experience, to 
make lt a qeneral symbnl. n 

If such i s the ca se, the expen ence and the IIqenera 1 truth" may not match 

completely but wl1l have a relation. 

The fourth lmrllcatlOll of concentri1.tlnq attention on Eliot's 

poetry and plavs is thiH rrlatlvely few cntical l'lOrks are clted. It would 

be possible to demonstrate ln the poetlcs the various steps of Eliot's 

develorment and then suppOt;-t many of the inductions by an appeal to the 

authonty of critics who have sald somethlnq slmllar. Such "proo f" lS 

qenerally omltted. That is not eVldence of unfamillarlty wlth secondary 
~ 

sources. Such Cl tations woul ri l enqthen the thesl s beyond a 11,.bounds and 
" 

would subtract attentlon from the poetry. \1hen critlcs ilre mentl0ned lt lS 

qften to acknO\'Jl edge l ndebtednesc;. Occas i onù 11 y, whr>re the thes l s cas'ts 
11 

doubt on a customary interpretatlon, the critical reference qlves the other 

slde of the Plcture. Wherever possible the cntlcs are used to focus atten-

tion on the poetlc ldea. c.J' 

The matter of brevlty ralses another matter. lhe author's d~~e16p-
"-

ment lS much more-carefully studied between the years 1909 and 1919 than 

in any succeeding decade. One r~ason lS that 1ess work has been done on 

that period by the critics; 50 most needed to be done. But the more 

important rea son concerns 1 imi ts. So much maten a 1 i s packed i nto the four 

lonq ooems and six stage productions of his later period that a thorough 

study of any one of them would take as many pages as there are in this whole 

dissertation. It will be possible to give on1y a brief sketch.of his later 



J 
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develo~ment and to choose only the important points for emphas'ls. 

The approach taken runs ri sks. The fi rst i s extraneous 
, ~ 

influence. In any attempt to S(1~ E110t élt a certaln DOlnt III tlme and 

from the lnside, one must b10ck from h s mlnd ,not on1y what th~ cntics 

have sald about hlS work but a1so v/hat a later Eliot may have sald. For 

examp-le, what E110t sald in 1032 about a porm "Jritten a decade ear1ier 

shOl1ld not be allov/ed to affect onels V1ew of how he saw tfllngs whcn the 

poem was wntten. Nor shou1d \</hat Helen Gardner or r. O. Matthiessen sald 

years 1ater be taken as f1nal thouqh thev dld have an hlstOrlCally later' 

and presumably more obJect1ve overview, a firm cfasp of the poetry, and a 

copious ils<;ort,e_~!;- ~ related facts. It lS possible l hilVf' not been able 

to ralse sufflclent-bafners and hdve unconsciously ,11lowed somcone to 
/ 

1 nfl uence my /J udqment. 
( 

Checks aqainst that danqer are of two types. The first 1S the 

pattern. It has come from the poems and phYs. When a qreat number of 

"",works wr:itt€n over a lonq span of tlme seem related as c10se1y as these 

works do, h is unllkely that there is misinterpret~tio'l. Second1}, there 

is the critlcisrn EllOt wrote. v.Jhen the critical works show a paralle1 

development lt makes a qood cross-check for'the poetry from WhlCh came the 
- ( 

original hypothesis. 

The second dimqer is the matter of m1sinterpretation. Several 

individual poems discussed .. in thjs thesis are given interpretatlOns which 

they have not general1y received. That most prominent critics interpret 

them otherwise is cause for concern. Again both pattern and contempdrary 

essays act as evidence ta support the interpretation that was arrived at 

intrinsically. Orthodoxy is not always gospel. 

9 

J 
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are developments in a poem or a series of PQems 1 t -F-f'=~ded that the 

movement 1S -~~ the, poetls O\'m mind. Shou1d lt not be attributed to the 

P~!_s.9!1!l instead of jumping to a concluslOn for Wh1Ch (becRuse of the 

'ilintentional fallacy") there can be no evidence? In a way th1S is related 

to the c,penomenoloÇlist's problem that"we can never know another person. 

Even his writinqs are subject to interpretation. And vJhat lS to guarantee 

that h1S words, let alone the interpretation one puts on them, reflect h1S 

inner be1ng? 

As with most pf1110sophica1 conundrums there i s no final defence 

'against that charqe. But when there lS ct steady development through a 

number of works, either the development ~s planned, or 1t has sorne otller' 

10gical 

plan of 

explanatlOn .. wt the \'Jorks slretch over flftV years an artlflclal 

\'iriting is. unli~. The reason must be the poctls own development. 

The'diScussion of aPDro~ch would be incomplete without some 

reference to mod~rn literary cnticism and the relation this work has to 
7 

socio10gica1, archetypa1, moral, psycholog1ca1, and formalist1c criticlsm. 

All schools offer benefits in a studv like this, ana np approach should be 
• 

barred for ideoloqical reasons. 

Since the pattern outlined here sees El10t beg1nning in a reactlOn 

against the romantic .z_e..i_tgei_~t_, there are sociological, implicatlOns to the 

dissertation. Eliot's wark is related ta the social climate in which he 
cl 

worked. but the stress gi ven such factors, i s mi nima 1 a fter the second ChaPte). \ 

The stress on pattern resembles the archetypal approach. Quest 
1:-,,/' 

is a basic pattern in any analysis of" universal patterns of man, and quest 

is tne central theme of this thesis. Eliot himself, in the "Notes" to 

--------
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T_h~ __ W_a5_t_e __ L.?!1Q, ackn'bwl edged hi s debt to 51 r James Frazer' s !_~ __ G9}gen.,J.9_u~h, 

a nd the poem itself is mythically structured.' No clam lS made in the 

dissertatlOn that the quest-oattern behlnd Eliot's poetry is lia participatlOn 

in cbllective unconsciousness," nor is it necessarily the "protoplastlc 

pattern of the race. Il On the other hand, such thou<lhts are not eX,cl uded. 

\---- 5lf11ilarlv the idea th;'!t EllOt'S search lmplies a "cn tic1sm of - , 

life" lS welcomed. This work maintains that in a very real vlay every step 

in Eliot's development vias forced by his vision of cnaos and his hope for 

arder. Tt stresses his later.concern for the effects of l iterature ~I~) 

ideas and attl tudes and strows--tmw -t-hi; cOl1cern moved him. No one lackinq 

patience with the mora 1 approach can read th; s thes l s with full sympathy, 

for lt is about a man \tlho lived much of llis life oy lts tenets. 

Psycho 1 ogy 1 s present ln the wod: 'throuqh the a uthori t les quoted, 

through EllOt'S own interest ln the worklnf}s of the human mind, but most 

îmoortantly in the assumptlon that Ellot's poetry documents the worklngs 

of his nllnd. Tt lS nowhere lmplled that pc;ychology is the key to the 

processes of art. What makes a work into art 15 not the questlOn at hand, 

but a psycholoqical understanding of the artist's mind may at times shed 

light on the questlOn. " 

The formalistic approach (the "new criticism") has influenced 
. 

this thesis greatly despite the excluslveness its advo(ates preach. AttentlOn 

must first be on the works themsel ves if knowledge of what they are say; ng 

is the goal. And the str~cture of what is said is a prime part of the 

experience. Genre and structural criticism appear equally in the realms 

of philosophy and thèology. This dissertation should be more at home with 

formalistic c'ritics from those fields, for more scope is allowed there to 

concepts like "value'l and "influence" than usually has been the case among 
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the new cntics in the fiel,~ of literature. 

1/ 

Jl1~_ r~e_a_n_i ngs SJf_ ~'F_elüLi~n~ 

If thlS thesis is to sQeak df rellgl0us development ln Eliot's 

v.fOrk some dlScussion of the meaninq of "religious" and "religlon" is 

necessary. More than on'e meaninq should be expected: lf EllOt'S works 
... » 

are connected or~riCallY one wlth another, and lf they end ln a religlpus 

pos,tion, then fld'poem can be called non-religious in the sense of beinq 

totally dlvorced fro~ rellql0n. 

There are actually five ways the word "rel igion" coulu be used to 

describe the whole or the staqe~ of Eliot's development. To use the same 

word throughout woul d be ambi guous. To use, di fferent words mi ght imp l y 

discontinuitv. A few paqes should be taken to settle the terms and their 

relations wlth each other. 

"P",aul Till ich ei~~'rx uses or cames ta the verge of using "rel igion" 

iR the fîve Ways need'ed here. The discussion could be structured around 

his meanings. Nevertheless it should be added, in fairness to Tillich, 

that his purposes are not mine. l will be abuslnq his meaninq ln some 

places to brinq ou~ f1le(ni~;~-~f'JY own. Nor do l give a hearinq to his 

hie~archy of values. ~ather t~an taking his vanous "narrow definitiol')s" 

in order of importance as he w(ould have them, the later sub-sections will 

list them in order of chronological appearance in Eliot's life and work. 

Tillich's value system can be questioned; but Eliot's development i5 clear 

and precise. 

Religion: T_~e Broad Meaning. " 

Tillich has one broad meaninq of religion and four narrow uses 

that amount to separate categories within the broad definition. Each and 

/, 
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every narrow use is,a "sufficient condition" of the ibroad use (as opposed 

to a "necessary condi tlOn"). In other words ~ the p'resence of any one narro\'J 

Ose allows the broad term to b~ applied, but the use of the broad term does 

not lmply the presence of a particul~r narrow ~spect. 

An illustration mav help- clarlfy the matter. The broad definitlon 

, and lts several categories arise ln the following passage: 

Both the theoloqical and the scientlfic crltlCS 
of the belief that religlon 15 an as~ect of the 
human sPlrit de fi ne rellgion as man's relatlon 
to dlvine beinqs, whose eXlstence the theological 
crltlcs assert and the sClentific crltics deny. 
But lt is just thlS idea of religion which makes , 
any understand1n0 of re11qion lmpossible .... A God 
about whose existence or non-existence you can 
argue is a thinq besiJe others wlthin the unlverse 
of eX1st1ng thinqs .... When we say that religion is 
an aspect of the human spirit, we are saying that 
if we look at the human spi rit from a spec i al D 

point of view~ 1t presents itself to us as religious .... 
Peligion 1<; not a speclal functlOn orThe human 
spirit! History tel,1s us the story of how t'él1g10n 
goes from one SPl ritua 1 funct 1 on to the other to 
find a home ... J10ra1 , .. coqnltlVe ... aesthetic ... 
feel1nq .... Rel1gion 15 the dlmension of depth ln 
all of them .... Depth ... means that th.e rel1g1ous 
aspect 001nts to that which is ultlmate, infinlte, up­
conditional in man's 'spH1tual llfe. Rellgion, ln 
the larqest and most basic sense of the word, is 
ultimate concern. 8 ~ 

Whén Tillich uses rel1g10n to mean "an aspect of the human spirit," 

he lS beinq vague. He says he does not mean a relation to div1ne bcings, 
.. 

yet ln his Systell}atics the vie\'J that relates man to d1VJne beings is studled 

as one aspect of rellgion. ) It is called "heteronomy." He also studies 
/ 

there that aspect of the~human spirit which he calls "ultimate concern," 

And the Goncern dri ves a man to "gq from one spi ritua 1 functi on to the 

other" in search of answers to- hi s unrest. If he shoul d fasten on one or 

other special function he is "au tonomous." If he should perceive the "depth" 

and also avoid the false gods of heteronomy he is "theonomous." Yet all 
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,.these are aspects 0): the"! human splriL herefore all qua1ify at religioûs. 

Whenever th l S thes i s uses the words "r lq1on'" or "religlous" lit w111 be 
1 

usinq them ln They may meéln any or all thje "narrow" 

rneam nqs of the but the stress wi 11 be on the 

relation of the narrov-I cat 9 y or cateqones ta the whole. ,1 When a more 
1 

restrlcted meaning i5 deslred other labe]s will be'used. 

The flfst particular or narrow way "rellQ10(l" or at least the 

adJective. "reliqious" couH be u<;ed l'Iould parallel the popular understand-

ing of "ultlmate concern." The popular understandinq of con cern 1S f~_eJ_i_n_g: 

a feelinq of unease or disquietude, havinq questlons but no answers. 

Ultirnate conocrn must therefore be concern over the ul timate questlOns of 
9 

life and death and meanlnq. 

Ti111Ch said, "Tileology formulates the questlons lmplied ln human 
10 

eXl stence," and this would seem ta match the popular understanding of 
" ' 

~ 

what the dlsc1pline that studies the "ultimate concern" aspect of religlOn 
; 

should do. Rellgi,on of tlüs"first partlcular or na rrow type, rneans beinq 

ul timately concerned: askinq the ql:le/stion of "to be or not J9 be" with 
11 , \ 

respect ta the meanlnq of..-'dne's eX1s~ence. '" ,) 

, 

Whatever Tillich IA/ould say \0 thts defimtion, lt is clear that 
~ 

the questi~n iS.~ part of "religion" ~'s he defines~t and 'a part of the 

"religlous" stu~y this tqesis present( Seing 50 closely related, they 

qualify ut'lder th~ br'aad definitlon alh--eadY ~utlined, and the werds ItJhen 
l ' 

, J ;, 

referrinq to this 'categôry and used tn that manner stress the integral 
, 

relati9n. But if this thesis should prefer ta study the category in itself 

it will use words ,that describe the-psychological condltion, words like 

anxiety {or an-.9.?JJ. concern. restlessness. fear. dissatisfaction, and 'unease. 

) 
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"Fear" is the "lOrd 'Susanne Langer uses for the anxiety and 

djssatisfaction: 

The driving force in human minds 1"5 fear, WhlCh 
begets, an lmperioys demand for securlty ln the " 
world' s confuslon: a demand for a world-picture 
that fills all expenence and glves each lndlvidual 
a definite orientatictn ~mid the terrifying forçes ' 
of nature ancCs-oc'lefY-.12 " ( 

, ( 

, t ' 
l " 

Tillich's "question,s" are comble~ented by arrswers, and ~anger's 
~, 

15 . 

"demands" result in actlon. That bnnqs up the second category of rellgion '" 
,< , . 

ànd a further way the word 'could 'oe used'.: When the search, ei ther f\6r 
D 1 

C c / ' 
answers or for the satisfaction of felt demands, does not lead to'answers 

,,.. rt~ .4\"'0140 

normal,ly consid!ôred rel'Flious, one mlght hesitate to apply the word; but 

when the seareh reaches n~llgiQus., answers, there is no hesitation in,calling 
Il 

it a religlOus search evên at the stage \1here the examinatlOn is of "pre-

roeligious" possibllitl€S. 

" \ ' 

~'H1é rel igi ous search does often take PjÜ~S that stop sh/kt of what 
, ~ , 

one woul!j'normally te.rm rel igion. Tillich in th: long qLi~tation near the r 

beginning of this section spoke of moral ~:'ç,ogn1tive, aés,thetlc, and feeliAq 
, 1 J ~.... ~ 

" 

aspects of human nature; but it was "re,"J:tglOn," .'he said, that searches 

from fun.ction ta function in hopes of findinq the u1timî1te answer. 

" The answer that settles on some function of human natur~ conta'1ns 
'" ' 

no notion of holiness nor any feeling bf worship. A man may decide that 

ethics is the ultimate structure of reallty. Or he may settle on science. 

By dàin~ so hè decide,s to conform ta natural laws as he sees them. But he 
, . 

has, a t thi 5 "1 eve l, no thought of worsh i pp'; n9 thos€ 1 aws . 
" ' 

Langer'~'êtJ<s , 

Religion is, first éfnd foremost, a system of ideas 
by means of ,which individuals can envisagé the 
society of which they are members, and the relations, 
obscure yet intimate, which they bear to it. 13 

" ' 

,'/ 
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"RellqlOI1," used ln this way, is any.answer that explains isolation and 

fra~mentation, and that s~tlsfles. It need not lnvolve God nor give the 
.... 

slightest consideration to spiritual matters. When it does not and when 

itl11S treated as a conditlon of man ln'lts own rlght, this thesls w~ll 

speak of "secular answers" rather than the more qenenc "rel igion." . , 

>!l_c!_a_m_e_n_til_1J~!1l_' ___ T_h~_}h_l!_d __ C_aJ:_e_g~!y 

Hie 11I11ng that would d1s't,nquish this level of definition from 

the prevlOus two leve1s lS ,the inclusion of .!1_o_1J_n_e_s_s_ wlthin the definitiQn. 
,\ 

~The person wh9 standS w1fhin th1S cateqory has, riqht1y or wrong1y, fa~tened .. 
on an answer involvlnq an obJect or a conc~Dt that 1S regarded as holy. It 

~hou1d be'mentioned here thrlt this is a categorization meant to de~cribe the 

p_e!_S~21'S feellnq~. The on1ooker's opinions about the m&n's relationsh.jp 

,wlth realitv is not the question. 

An ethical system, a sC1ent1sm, or à gnostlcism could be reg9rded 

as holy and worthy of worsh1p, or they could be seen more àbJectively as 
\ 

facts and descr1Dtions of the universe as it is. If the latter were the 

, case, the "rel1Qion" would be the autonomous secularism descrlbed ln the 

.. 

, 
previous section. If the former, then it is sacramentalism. The word will 

be used whenever it becomes necessary to distinguish an an~ that lmplies 

a depth;or -height, or rea1m qf ho1iness either from an answer that has no 

such dimenS1Q"rl or realm. or from the "fear" condition or questiot;l that 

institutes the search. 

The word "sacramenta1ism".,:ame Vome from Moorman's Arth~itl!1_ 
14 .. 

Triptych, but l w~ld modify his definition to make clear that sacramental-

ism récognizes the concept of ho1iness as opposed ta the·mere unified 
. " 

senslbility where one's self and the wpr1d, as well as symbol' and object~ . 
may be un..ifie~. The added implications would fit into Lan~er 1 s sixth 

,j 
1 
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chapter, \'Jf1ere the use af bath 1J.?j._C!.?_" and "sacrament" imply worship as 

well as bel1ef ln ontological eXlstence. 

1 .... , 

TilllCh's general definition of religion covers,'all the meanlngs 

looked at ln this chaoter, but hlS most important category (the an'e often 

referred ta as "the narrol'l definitlOn" of rel1glOn) falls \'/ithln the 

boundanes of sacramentâ.llsm. That lS the fleld of def1nitlOn he used~when 
" 

17 

he referred ta the "dimension of dept:l/1 in all man's separa te functians, and 

~~ lt is what he meant when he contrasted h1S idea w1th the definltion that made 

God lnto a "thing beslde others." sacramentallsm'and~111Ch there 

meant by rellgibn are not the same thing however. Sacrame~tallsm would 
-, 

include the meanlnq TilllCh condemned for making Gad into a thing as well 
r 

as his preferred meaning. It covers all heteronomies as wel1 as what he 

called theonamv. If we measure only subJectlve commitment, ldol worship is 

1nd1stinqu1shable fram true warshlr. 

. 
As a persan mayes fram an undifferentiated sense of holiness into 

a Holy that lS given attrlbutes such as personality, he is prabably moving 
, 

further away from T1ll1Ch;~ preferred meaning and closer to the meanlng that 

makes Gad a th1ng. In Ti/liCh'S view,. ~h~n, the movement from the prev;ous 

sub-section ta th1S one i~'IJ1(JSt Ute]y a dèscent. Wlth Ellot lt is a .. 

c'hronalogical dev~apment. As Ile moves fram poem' to poem, that which EllOt 

would qive the name Holy becomes more differentiated and better defined. 

Since the movement in definition is towards the position Eliot wauld call , . -
"Christian, this dissertation will refer to the Christian stage of development 

when it wishes ta stress the un1que features. ,Christianity is a part of 

the sacramental category. Exactly where i~s borders are js a matter of 

per.sonal chaiè'e, and the choice to which most attention should be given in 
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this thesis is Ellot'S. 

Despite Tillich's r~servat~ons about such a categarizatian as 
. 

1 have put forward, it is a moot point whether Eliot ever made God into"an 
~ 

object amang obJects. It is al 50 debatable whether that is anf different 
. 
fram making God a dimenslon among dimenslOns. Once, after some sta~ements 

about God ~s the "ground of being," Tilllch said, . 

EveryfKinq religion has to say about God, 
includlng his qualitles, actions, and 
manlfestations, has a symbolic character 
and ... the meaning of "God" is completely 
missed lf one takes the symbo1ic languaqe 
1 i tera 11 y. 15 

1 
If that is true for "ground" and "depth" it is equally true for other ways 

of spcakinq, and Eliot must be Judqed simi1ar1y. 

j~2J_i_c_a.!J_0!1_s_ J!1 __ ~i teril...~u!",e __ or ?_eJj~J9_u..s~J~S!.9!5~2 
..The answers a man accepts or even considers reflects his more 

general outlook on life, hlS !'J_eJ!_a_n_s~_h~_u~_niL. ~~ltail2..cJ1au~_niL or vlewpoint 

is ~ opinion [bout the ontolo91ca1 structure of reality. ~luch of this 

dissertation deals with two viewpoints (or mOre accurately two faml11es 

of viewpoint) and Eliot'~ shift from une to the othcr. 

The first is the secular (and the 9~E..s_t condition could be 

included here). This was Eliot's position whenever he investigated ethics, 

aesthetics, ascetics, etc., as answers complete1y divorced from a supranatura1 

rea1m. It was a1so the viewpoint of the romantic positlon Eliot rebelled 
1 

agai~st in the begrinning, and that of some of the groups and individuals 

he encountered ,a l onq the way. Ezra Pound and hi s Imagi ste group 1 s 

co"ncentration on? "thi ngs" wou1 d serve as exampi es. 

Îf>. 

The other viewpoint or family is the sacramental ('i.nGluding the 

Christian). Eliot may have considered it first in 1915, but even by 1917-18 

{ 
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it was of sma11 lmportance ln his life .. By 1919 he had accepted one 

s~cra~enta1 viewpoint as havlnq a genuine onto1og1cal basls, but it was a 

viewpoint he did not want. The succeeding years brought reconsideration 

and acceptance in the manner out1ined ln Chapters VIII and IX. 

If one were to attempt an order1y analys~s of the viewpoints, 

it might pay to remember that, Just a~ a view from a scenic standpoint is 

ma'de up of varlOUS fore-, middlè-, and backqrounds, the ~el~_n~91~..u_~_n.9~ . . 

have four qrounds or level s important ta an Eriot study: the supranatural, 

natural, social, and historical. At every leve1 ~ach of the two viewpoints 

has ils Characteristlc onto1ogy, lts charaçteristic lnterests, and its 
v 

characterlstic means of cominq to.knowledge . 
..,. 

!_~e __ S_u2T_a_n_a_t_u.!~_1 

The supranatura l 1 eve l of the YJ_eJJ~.!1sch_auungen concerns a man 1 s 

relatlon to dlvlnity and to hlS orlgins and destiny, though thoughts of 

spiritual "geogra~h.~es" also enter. The secu1ar man thinks ln terms of 

this world only. In'''Fa~tic~, if not in theory, there are no other realms. 

God is not a conslderatiGn. Either he does not exist at all. or if he does 

exist he does not enter into practical relation with man for one reason or 

another. Man is therefore on his own. 

A romantic coro11ary ta this opinion has entered the thesis. It 
., 

" 

i~ the oplnion that human effort is effective, the effects being in direct 

proportion to the effort or skill. Human glory is thus the ldeal. and 

human perfection is nat 'unattainable. 

This romantic optimism is not a necessary consequence fol1owing 

Tram.. the absence of an active divinity. Beckett and Camus are as much a 

part of the twentieth century as the Herculean hero. And Eliot's unease 

is as prominent in his early poetry as any of his secu1ar answers. In the 
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earlv vears of the century, thouqh, the romantic faith dominated all of 

Europe and used as ;ts eVldence the apparent progréss man was making in 

a \·nde varie.ty of fields, especlally those related to science and technology. 

~ 

The sacramentalist tends ta sp~ the world as a single oart of a 

wlder stage. D~nte's three-tlered supranature would bè a case io point, 

with heaven, rurqatory, and~hell supplementing the world of the senses. In 

Dante's case these stages normally came after death; but other writers, 

notably Gerard ~anley Hopkins, see them a1so ln terms of the sDiritual 

conditlon of a man in this life. 

The sacramental view is thAt man is derendent on dlvjnlty. There 

mav al sa be a sense of Gad purSUl n9 man rather than y_i~~ Y~!.?.9_. The most 

of Heaven. 

By thl s vi ew man cannot succeed on hoi s own. It may be because 
f 

the'sacramentallst believes that an admission of deoendence is the tlighest 

and only fulfilment a man can have, and that other succcsses are detractions 

from this true fulfllment. Or it may be because the sacramentallst belicves 

t'hat there is within man either..ra qua1ity or else a lack that makes success 
v" 

on'one's own impossible. In eithet case effort is not the whole answer . 
.' 

1 

Suppose a man.he1d one· or other of the 'two ontologlcal positions, 

the secular and the sacramental. What tools would be available to him? 

If a secular man suffered fram anxiety and began a quest for answers he 

might place reliance on some form of inner liqht, but in thé end his methods 

reduce to self-refiance. If divinity is passive, non-eltistent, or a suora-, 
'\ 

n~tj\al force analogous to natural forces, then methods of manipulation such 

as magic may be attempted. 

'. 



The sacramental person, on the other hand, feels inadequate and 

counts on outside resources and revelations. Perhaps it vii 11 bel some form 

of direct contact with qi,vinlty, perhaps prayer, conscience, ritual, the 

use of Scrlptures, Sacraments, or church fellowship. 

If a res~archer had not been told a man's viewpoin~ but could 

see the same tools belnq used over and over, he would have good cause for 

declaring the man's bellef ln an ontoloqy consonant with those tools. The 
o 
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metaphvsical and theoloqical views of the secular man and the sacramentallst 

are fundamentally different, and the tools they ~se are dlstinctlve. 

On the next three levels the' tools are much the same, but their 

manipulatlOn lS different. The secular man will use them to wl,den hlS 

nat~ral, social, antt' historical ,kno\'Jledge whereac; the sacramental ist uses 

them--or trusts thèm--to clarify the rel ations betv/een these depth,s and 

the supranatural. 

The Na tura l 

The vlewpoint at the level, of nature concerns man's relation to 

creatlon. Secular man prefers'tn think in objective terms. ~ature is 

there to be studied, whether by the scientist, pragmatist, or Imagist poet. 

This is not to say that "belief/l is absent. For example, a secular man 

who ha~pens to be a romantic at heart will believe in the organic unit y of 

all nature, including man. He will not, however, interest himself in any 

form of supra nature nor in what nature may tell him about such nether regions. 

The sacramental position wlth regard to hature is ambiquous. The 

" Christian, for example, sees man as lord of creation, though responsible 

to God who made him overseer; but at the same time the Christian is often 

accused of denigrating nature because of his supranatural preferences. One 
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stanza fram Spenser's "Hymn ta Heavenly Beauty" makes the pOlnt c1ear. The. 

poem's protagonist discovers d1vine beauty and has this to say of the 

earthly variety: 

Ne fromfuenceforth doth any fleshlv sense, 
Or id1e thought of earthly thinqs, remain; 
But a11 thnt erst seemed swe€t seems now offence" 
And a11 that p1eas~d ~nolt/ seems ta pilin; 
Their joy, thelr comf~~;:h\heir desire, thelr gain, 
Is fix~d al1 on thAt which now they see; 
Al1 other sights but feignèd shadows be. 

(. -

Charges that sacramenta1ists den1grate nature may not be even-

handed. Camus, Sartre, and other existentia1ist wr1ters seem equal1y gUllty. 

In their case 1t is seldom the recogn1t1on of God's primacy that leads to 

absurdity ln l,fe. Moreover, the absurditv in nature that Ure sacramental1st 
01' 

,sees is sometimes turnéd upsid' down after it lS seen ln the 11ght supranature. 
. . 

A good eXi;\mple 1S G. 1<. Chesterton's "The Convert": 

After one moment when 1 bowed my head 
Art~ the whole wor1d turned over and c~me uprlqht, 
And 1 came out where the old road shone white, 
1 walked the ways and heard what al1 men said, 
Forest of tonques, like,autumn leaves unshed, 
Beinq not uDlovable but stranqe and light. 

For secu1ar man, nature is a means to power or to self-knowledge; 

but the sacramentalist will use it as a tool to open up supranature nr allow 

it ta be the means of divinity's selr-revelatian. 

nature may serve. 
~ 

There are three ways 

The first is theomovement {from nature, to naturels God or from 

creat10n to Creator. Many arguments for the e~istence of God rely on this' 
1 

movement, and poetry has followed nat~ral theology. The basic thought 

behind James Thamson's ~~~on the Seasons is that nature caD show us its 

Creator, while- William Bryant's "A Forest Hymn'" says, 

.. 
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~1y heart lS 'aVJed within me .when 1 think 
Of the great miracle that still goes on, 
In silence,'round me--the perpetual work 
Of Thy creation, finished, vÙ ren.ewed 
Forever. 

The second way nature points to supranature depends on the two 
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beinq much the same thing. The level which one would call nature is merely 

a light veilinq of a wlder metaphysical denth, a veiling that actually 

Il participates" in the soiritual realm if one has the eyes to see 1t. Henry 

Vauqhan's "The Morning Watch" is like that: 

In what rinqs, 
And hymnlng circulations the quick world 
Awakes and sings; 
., .all is hurf'd 
In sacred hymns and order, the great chime 
And symohonv of nature. 

Such a use'of nature presupposes sncramentalism, but its relation 

to Chnst1amty lS more difficult to define. Evelyn Underhi11's "Immanence" 

is weÎl wlthin Christian borders. Sa is the state of chlldish innocence 

that, appears ln 50 much of Traherne. His '~Wonder" begins: 

How like an angel camp. l down! 
How brlqht are all things here! 
When first among his works 1 did appear 
o how their qlory did me crown! 
The world resembled His Eternity. 

But portions of Pope's .ls.?_aL~~M31_n, Coleridge's "To Nature," and almost 

all of Wordsworth seem pantheistic. 

The fi na l Iluse" of nature as ,.a too l to suprana ture i s to 

Nature ln itself is ambiquous, as often, "red in tooth and claw" as it 

echo of the divine. The distasteful aspects of, nature in themselves 

lead to sa~fl1ental conclusions. Robert Burns' "Winter: A Dirge 

The wintry west extends his blast, 
And hail and rain do th blaw, ." 
Thou Power Suoreme whose miqhty s2heme 
These woes of mine fulfil, 

50: 



Here, firm l rest; they must be best. 
Because they are J~~ will! 
Then all l want--O do Thou qrant 
This one request of mlne!-­
Since to enJov Thou dost denv, 
As sis t me 'to--?~_s_i 9.n. 

The usual flrst feaction to a dlstasteful view or situation, though, is 

withdraw~; rather than acceptancl. And the reaction is not 'Unlque to 

sacra.mentallsts. Secular man may feel anxietv over na.ture's abvlous frag-

mentat,lOn and attempt ta vl1thdraw by means"lof ascetlc16m or else attemot 
f 

to avercome the~eallty bv mean~ of ivorv tower aesthet1cs. Bath paths 
oN 

amount ta a denial of nature and neither need imply supranature. 

Withdra~al fram the natural lev~l may be a tool enabllng one to 

24 

"descend 10l'ler" to sunranatural depths. This lS the neqative way recommended 

by St. John of the Cross. GeorTje Herbert 1 s "'The Pull ey" mplles such an 

ascettc neqative way in that lt is 8 lack of samethlnq ln nature (rather 

than v/hat :lature does contaln) wl,ich finallv leads man ta thé breast of God. 

Georqe Sandys has similar thoughts ln "Dea Oot. ~1ax."· 

Thy \'1onders ;11 the deep have l belleld, 
Yet all by thase on Judah's hills excelled: 
There wheœthe Virgin's Son His doctrlne taught, 
His miracles, and our redemptipn wrouqht. 

In the use ,of the negative vJay, _h9Y/ one turns away from nature 15 important. 

It is intere5tinq to note that neither Herbert nor Sândys discredit5 the 

qoad points of the world or calls nature eV11 and corrupt. It;s Just 

that nature in itself is a dead-end as a means ta Gad. They turn instead 

to what n;ture does not have and deoend on revelation. 

The Soci al 

The social level is man's relation to other men. Here the secular 

and sacramental viewpoints are even harder to separa te than at the natural 

level. Sorne sacramentalists stress'brotherhood while others prefer J lonely 
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desert hermitage. Simllarly, some secular people 19nore others to the 
e 

best of their ability, whlle still ~thers feel and practise the deepest 

respons i bi 1 i ty. 

Th~s confusion tends ta make the tools of thlS level ambiguous. 

Anxiety concerninq isolatinn may or may not indlcate discontent wlth 

secular objectivlty, and a desire for isolatiôn may or may Ilot lndicate 

the wlthdrawal of St. John's negative way on a soclal plane. Th~ desire 

ta follow ~ersonal example stresses the desirabilltv of certain standards , , 

but sa ys little about whether those standards are secular or sacramental. 

And the who le matter of ethics i s 1 eft vaque si nce mora l ity may rest on 

anx of several bases, some of which are sacramental and sorne thoroughly 

secular. 'Is an action done tb please God, to avoid hell, out of a sense 

of resrons i 9/1 ity to self, to others, to "1, fe," or out of contemot for 

compet1ng values? Morality P~I ?~, emulatlon. personal relations, or 

withdrawal from cantact are rlckety bases on which ta arqué secular or 
l 

sacramental viewnoints. Thev tell more about personality than viewpoint. 

Where the social depth is used as a tool, it lS distinctly 

sacramental only if the end towards which it i's directed is clearly 
. 
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specified as being sa. An examole in literatur~ would be Richard Crashaw's 

"Two Went up ta the Temple ta Pray/' a reformulatian &{, the parable. Some-

times the life of a respected figure may at once guide and deter. Crashaw 

seems ta have been such a figure for Cowley, judqing from these lines fram 

"On the Oeath of Mr. Crashaw": 

His faith, perhaps, in' sorne nice tenets might 
Be wrong; his life, J'm sure, was in the right; 
And l myself a Catholic will be, 
Sa far, at least, great saint, ta pray ta thee, 

• 
Sometimes the examples'that others set revolt aqainst all standards. 
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Elizabeth Barrett Browninq wrote of the children sent down in English mlnes 

and pictured them saying, 

... "Grief has made us unbel1evinq--
We look up for God, but tears have made us 
, b 1 i nd. " ... 
For God's posslble is tauqht by his world's 

loving, 
And the thlldren d6ubt of each. 

("TITe Cry of the Chll dren" ) 

Such cases, of course, or even a less focused sense of wronq, could lead to 

the desire for isolation, a removal from soclety's pol1utlon ln hopes of 

reachinq other values . .. 
The Historical 

The final level to be considered is the historical: a man's 

relatlon to past, Dresent, and future. The secular ldeal is objectivity, 

usVa1ly ~,line of cause and effect on a Durely natural level. 
1 

Sorne sacramentallsts hav~ tried ta hold to the sarne causal 

princlDles, 'but (sually supranatural lnfluences are cansldered ta be 

operative. Those ln an orthodox Judaeo-Christian traditlon will speak of - . 
'1 

Holy Hlstory and Providence, terms implyinq intervention fram beyond the 

natural and human levels. It is this pattern that underlies Paradise Lost 
- - ------ ----

and ?~a ra_djJ~ _~iLa i ne_d., 

idea . 

1 

The Psalms and o~ Hebrew poetry are full of the 

. 
A sacramentalist may regard certain historical events as 

indications of deeper levels of meaQing and action; but history is like 
.... 

society and nature in its ambiguity, and the sacramentalis~ may prefer to 

. withdraw fram ra ther .than to use hi storv. In such cases with\:trawa lis 

usual1y into an-ideal past or else bevond a cataclysmlc future. There may '. 

be a touch of both buried in Christina Rossetti's "In the Bleak t1id-winter," 

but therecertainly 1S in her "~1other Country." 
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The foregoing discussion of viewpoints and levels is not 

definitive. It is intended ta be an outline of points ta be noticed as . ~ 
Eliot's trek through the wasteland is traced in succeeding chapters . 

• 

,. 

) 
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"fP' " 
The "ques,tion" jn the quotation 'is merely one part of "religion" 'às" t)'€ 
uses it ~ere, and its relation ~o "ultimate concern" deoends bn the 
vagaries of punctuation. Another quotation will make it clear that 
ultimate concern for Tirlich is certainly more than a matter of questions: 

• 0 

Our ultimate Goncerrl is that which determines ouf. 
'being or'not-being .... Nothinq can be of ul~;mate 
concern for us wllich does not have the p()wer of 
threëf,tefling and saving 'our beinq .... The term "be1ng" 

1 .. 
• means the whole of human reality, the structure, t~e 

meaning, and the aim of efxistence. (Tillich, . ~ . 
?ysterna.ti~.TheoloiJy_, I, 14) -

, J 

Here it is clear that concern is not the feeling alone but~refers 10 the .' "that" which causes the feeling. And u1tlmate concern refe'rs to the "that ll 

which has ulti.mate OO\'/er ovèr our verv being: the "that" we uSLfally label 
"God." Still, callinq the concept "ultimate concern" rather than "u.Îtimate -

/ interest" shows' how deeoly questioninq and unrest flgure in Tillich's 4; 
thdughts of reliqion. 
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if CHAPTER II 

, 
o' 

~ Tracing }nflu~nces on an artist is more thin a ~atter of looking 

at intake and output. Obviously there is a connection between what a po~t 

produces and what bits of information he has taken in. But betwee~ the 

intake and output is a selection process, a matt~r of arrangement. or 
\ 

a ttract i on for somé' bi ts and repu 1 sion from othe"'$.-. Why has the poet chos'étl 
~ 1 

thi~ information rather than that? Why bas he noticed-thls and iqnored that?" 

.~, . It is not a new idea to say that a mfnd accepts and arranqes its 
~ .. 

information according to ~ind-set or preunderstanding. Less has)péen said on 
, 

how preunderstanding cornes to be; bwt, in sa far as the question relates,to 

Eliot, wh,flt little work has been done in tracing his early development has 

emphaSlzed the role of certain authoritative lndividuals like Pound, Hulme, 
.,., 

Babbitt, Russell, and· a few others. a 

Iliot, because of sorne of his later ,statements, is often thought of 

as a man hag-ridden by authornity: the church, the monarchy, the classicist , . 
writers. That is not incontrovertible, but eve~ if one assumes it he must 

atso grant that things were not always sa. Somehow these authori~ies came 

to be authryrities, and there was a time when they were not 50: 

, 

In my opinion Eliot is much more of an inducti'"ve thinker than he 

is~normally cons;dered to be. He;5 not é' man depenaing on authority. If 

and when he did come to accept authority it was because of the evidence he 

1 

,\ 

\ 
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saw. His poetlc career rlid begin ln a reaction against established 
~Jf 

rom~~tf~ authority, but it was a reaction based on his own observations of 

sociological conditions and not on someone else's say-so . 

. 
Those who would argue for the influences of indlvid~als on Eliot 

point first to Ezra Pound. There certainly was a connection between the two , 
men. Eliot's earliest mature poems appeared only after Ezra Pound took an 

interest in his work and recommended hm to some pub1ishinq acqualntances .. . \: 

11;1 a September, 1914 1etter to Harriet ~1onroe, the pub1isher of f_C?_e_tiJt.. 

maqazlne, Pound wrote: 

An Amerlcan ~allcd Eliot called thlS ~.~. 1 
think he has some sense tho' he has not yet 
sent me any verse. 1 

Nine rnonths later ?o_c_t!y published "The Love Song of J. Alfred Prufrock." 
, 

yarious poems followed in the s'ame maqazine, in 9_the!.s_, and in ?l?5~t (the 

Vorticlst organ). All of these contacts were t~rouqh Pound. He was later 

to do some edltorial work on The Waste Land for Ellot, and Eliot has 

àèknowledged the 1nfluence Pound had over him. For these reasons some have 

come to think of El10t as gettinq his start in the modern poetry movement 

that centred ln Ezra Pound. 

Such a coterie exlsted. There was a group that for a time collected 

around Pound. But modern ~octry ~as-never·been an orqani~ whole. Poets 
o 

tend to be 1ndividualists and, thouqh ideas may gather them together, they 

soon scatter. That can be seen ln Pound's school, t~e Imagistes. They 

derived sorne vague shape from the ideas of T. E. Hulme and his "forgotten 

schoo1 of 19n9," the group that Pound a1so labeled the '''School of Images,' 
u 2 

wh; ch may or may not have exi"sted." 
. 
The Imagistes lasted no more th an two 

ing lnto "Amygism," Vorticism, and several independents. 
) 

yea rs before 

This fragmen well under way when Eliot happened on the scene.· 



3'/ 

The Imaqistes and the)r descenddnts did not have a monopoly on 
, '1 

reformation in the years immediately before the war. Pound mocked the 

Georgians, but they tao were attempting poetic reform. Hardy and Housman 

had walked away from traditibnal "poetic" subJects year-s before, and Lee 
, 

Masters ' ?F.D_oil_~_~!=!_.t\_n_t_h_oJ_0-.91 began ta appear in r1ay of 1914, four months 

before Pound and Eliot met. These \'Jere all separate and dlstinct movements. 

Techniques or ideas may have been borrowed here and there, but reform was 
'1? 

a th1ng ln the alr and not ~he possesslon of any qroup or indiv1dual. 

Eliot was one of the earlièst new voices, an unpublished and there­

fore unrecognized lnnovator, but certa1nly an independent one. His 1909-12 

, poems were written ln as solltarv an atmosphere as any poems of the period. 

'Symons l book on the French Symbo1ists had sparked E11Ot, but ther~àfter he 

was hlS 9wn master. All the ea~ly poems were created in academic clo1sters 

far away from thé new sprin~s of poetry. As an underqraduate at Haryard 
" 

he had found modern philosonhy and sorne criticisrn, but not modern poetry. 

The~ at the Sorbonne in France he was well out of the stream of modern 

English poetlc influence. He has disclaimed any real knowledge of T.E. Hulme 

until _Sp_e_c_uJ_a_t_1.D_n5 came out in 1924. And Pound had no effect.on the earliest 

~oems. They were written before the 1~14_meeting and only publlshed sub­

sequently. With the 'exception of his discovery of Laforgue through Symons l 

book, pi ot 1 s contemporari es \'Jere nGt auttloritat lVe i nfl uences on him. 
\ 

If others dld not 'move him. what did? That islreallY a question ln 

sev~ral parts. To answer it his whole spiritual journey must be studied: 

~hat drew him, what repel1ed him, and where he stoo~ at eac~ stage a10ng the 

way. The information is available ln his col1ected poems, plays, an~ .. 
critical essays. They form a set of tracks with each footstep dated and 

" tell us approximate1y where he was in his trek. But the information, 
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especlally the motives that drew him and the repulsions that drove him away, 

1$ seldom openly oresent. A great deal of inductive reasoning is nèeded. 

Furthermore the earliest trustworthy impress10n is gained from 

"Conversatl0n Galante" and not the more lrnmature and unsure Juven11e poems. 

There Eliot is already ln motion, and the "push" that started him is ln the 

pasto And the poem lS not an outline of a position where Eliot 1S. It is 
" 

a destructive crlticism of a Positl0n where Eliot does not want ta be. 1 

Po~itive views are not attempted. That is true of all th~ earl1est poetry \ 

which wl11 be studled in thlS chapter. ·What one learns from them of Eliot's 

bellefs are md,nly negatlvc lnsights ,a,nd not nece55dnly well lntegrated. 

What this chapter \-1111 atterlPt to reveal is that Eliot was a r"ebel 

·against the authonty of the romantlcs) and that his rebel\l ion sprang trom 
\ 

observation of th~ 50ciolog1cal facts around h1m. Only occasionally will 

these poems of(er hints of some more posit1ve philosophy. 

"Conversation Galante" is the earliest poem the filature Eliot saw 
-' , 

fit to preserve in pri nt. It dates from 1909, or about the same time as 

"Nocturne," "Humouresque," and "Spleen," the \'/orks it most resembles. Whereas 

those other 1J0ems found thel r way i nto The Ha rva r~ Ad~o.s:}Le_ duri ng E~ lOt 15 

\. -,~enior undergraduate' year, "Conversation Galante" dld not. One can only 

speculate why that should be 50. Perhaps the poem was in a semi-developed 

state at the enp of the school 

later. Certai~y the poem has 

remains. 

year and had to be completed or polished 

more assurance, though an immaturity of tone 

Whenever lt came to stand in its present form, it marks a good 

starting point in our study of Eliot's trek. ' Here we are presented l1ith à 



., 
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persona very much aware of h1mself and the world i~ Wh1Ch he is placed. 

From',the movement of the poem, we are given an absence of point of view and 

a dissatisfaction, both of which we share w1th"the persona and no doubt w1th 

the author. 

Romantic disparagement underll'jes the whole poem. IIRomantic" lS 

a vague word that has come to mean slightly different th1rrgs in the context 

of philosophy, lite~ture, and cr1t1c1sm. And wlth1n each dlscipline the 

definition wl11.vary as one is quided by the Schlegels or by Schelllng, by 

Wordsworth or by Byron. The elemen~s r ha~e in mind as r use the word are 

sincerity, spontaneity, and passion, a dlrec-t, lmmediaVe and nalve manner, 
" / 

and a stress on ~'natural" sent1ment over "artificial" reason. Most important 

is a belief in the organic unit y of all nature, including man, a Vlew not so 

different from the classical except in so far as the romantic bel1eves thdt 

the unit y is proqres~ing.· He 15 an ootimist at heart. 

ThlS romanticism' is ,the view Eliot rejected. It lS the unstated 
\ 

basis for: "Conversation Galante" an1d every other early poem. It is t .. he p~Nnt 

of departure, the reaSOA for ~parture, ftnd the ground under attack. 

A quick look at the ma'nner of the poem wi 11 show a ton.e tha t 1 s 
1 

direct, immediate, and naive o'n the surf~ only. The whole poem 15 a 
-; 

rejection, by means of mockery, of Ilnatura 1" feelinqs. The setting gives 

everyth1ng needed for romantic rhapsodizing. There is a hero and his girl 

out under the moon li~tening·to a tune, a nocturne, coming drifting to the~ 

on/the night air. At"such a time, in such.a place,...e.c;stasy is the expected 

~~ult. That'romantic ideal, Eliot tells us, is a lie. It cannat endure 

the light of reality . 

j therefore, deflates any romantic notions we 

j 

\ 



~ight 'expect about the "sentimental 

~usical expectations, and the thlrd 
\ 

woman as a symbol of love, purit(, 

The hero's tone of voice 

moon. Il The second stanza destroys our 

is far from the expected rhapsody on 

and inspiratJon. 

has, on the surface, thé livellness and 

gaiety we would expect from the scene; but we can saon see it 15 a mockery 

of sincerity, spontaneity, and passion. There is an emptlness under the 

Jaunty veneer that sees ridicule in scene and situatlon, and hollowness 

within h1mself. Nothing is as it should be. 

The tone is relevant in that lt discloses the point of view from 

35 

which the hero speaks. The poem beglns in a mood of urbane lampoon. It is 

a rather civilized and sophisticated mockery, as l have said, of moon and 

tune and romantic love. The metre is an iambic pentametre that eddies and 

shrl~ks a little in the lady's replies, but it lS basically steady. The 

rhyme lS somewhat more complicated than a reader of the period vJOuld exoect, 

but nat that hard to follow. The word order is perfectly straightforward. 

In the last verse, however, all this lS changed. An interruoted, 

nervous rhythm is the rule. The line ~ndinQs stlll ~me; but they are 
'-, ~ '1 

hard, 'bitten-off. dentals or:... with one pa i r \w~i.m]Jeri n~ Jbub 1 e~feml n 1 ne 

endings. Word order--

~;th your air indifferent and imperious 
.... . 

At a stroke our mad paetlcs ta confut~--

;s disjointed, not seriously, but enouqh ta be noticeable: The 

a complete change in tone. Urbanity has ~one, and the detached 

res~l{t 1 S 

i rony\ has 

vanished. A note of hysteria has entered the picture. The problem 

confronting the young man is far too personal, too close to him, to allow 
) 

the detachment w;th which he began. He has lost control. For the first 

time she can successfully interrupt him with a comment ta which he has no 
f\ 

'\ 
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answer:-" "Are we then so serious?" 

The important questlOn at this juncture lS: what is the young 

man's problem? One theory mlqht be that he is not so much a man of the wbrld 

as he would like to seem to this woman. He can talk of the moon wlth a ., , 
detached and cynical smlle, but the closer hlS qaze comes to the woman the 

_ more flustered he becomes. Supoortlnq this v1ew 15 the lmmaturitv one sees 

here and tliere in the poem. This is the kind of theme a young man m1qht 

choose. Furthermore, "The Love Sonq of J. Alfred Prufrock," a major poem 

written only two years later, definitely has th1S element of 1nsecur1ty. 

Nevertheless, the poem can~ot sustain such an 1nterpretat10n. As 

the hero's glance turns from nature to the woman, it is not fluster he feels. 

The second stanza, for 1nstonce, cannot adant 1tself comfortably to the 

theory. It is rather morbiditv thêlt 15 entering. "Our own vacuity" has not 

a feering of bOy1Sh unease 50 much as deep d1Sillus10n. When she takes hm 

up on the subJect--"Does tins refer to me"--flls rcoly lS not a red-faced 

.nes1tatlon but an ironlcal flourlsh more bitter tfléHl any l ine Illtherto. 

His problem lS a complete loss of standards and a total deprlvat10n 
/ 

of point of view. In h1S distres~personlf1eS hlS universal eomplaint in 
f 

her. She, and the whole world with her, is an "enemy of the absolute," 

"twi st i nq" and "confut 1 ng" the abso 1 utes to whi ch he ml ght have hoped to 

cllng. Romantlc1sm's convictlOn of art's priestly and prophetie functlOn 

and lts rellance on the "sole authority of the inner voice" have become 

reduced to relatlVlsm, ta a matter of "mad poeflcs" and "vagrant moods." 

~1ost interesting of all is thl? final stanza where the hero's 

monologue is interrupted by a most apposite question, the very question Eliot 

is framing. The romantics' "mad poetics" El iot would confute by questior.lng 
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if VJe, the human race, are "50 serious," 50 lmportant, that we can depend on 

the universe revolvinq around us wlthout the "s l 1ghtest tW1St." 

If Eliot could have glven a positive response to that questlon. 
) 

thlS poem would never have been vJntten, [hot was no optlmlst, had no 

faith ln man nor in the stabllity of man's universe. He felt impelled ta 

defy such bellef. ThlS poem attacks romantlclsm, but lt replaces it with 

no more solid position. 

What the poem qlVes 15 anti-romantlcism. Romantlcism Plctur~s " 
-'. 

a world umted for Dr~gress. ThlS the lloem demes, flrst. subtly, ln nature 

it5elf, and then, more obvioU51y, ln human affalrs. Nature ïs not·a umty 

but meaningless d150rgan-izatlOn. HllS lS lmplled ln the bathet1c deflatlOn 

from sentimental moon to balloon to lantern. Furthermore, nature, 15 not 

only fractured but fractü)us, V1C10US: '1the mQon 15 a luminescence qUld1ng 

"poor traveller5 to tllelr d1stress." 

Nor is there umty ln human relatlOns. Rather, there is lsolatlOn. 

Tao little of the woman is revealeri by the poem to qive her an unambiguous 

and deflnlt1ve character, but there is no doubt that the hero alld lady are 

talk1ng on different levels and that he lS aV-Jare of the filct. Thus he is led 

," tp compare the mUS1C and'his own mbod: it is--

... music whicg, we seize 
To body forth our own vacui ty. 

The term anti-romanticism for the position, being negative, and 

the negation of a vague word besides, lS not fully adequate. The standpaint 

could have been called "rea lism," for the poet js denylng t'he romantlc VleVJ ) 

with one eye on the world and people around, him. Yet real1sm is an even more ... 
e misleadlng description of Eliot's viewpoint in 1909. In the first place, 

• 

since we are given 50 little of the posltion itself, lt lS better ta accentuate 
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the nega'tive. In the second place, the reality that El10t dimly sees aTld 
'. 

uses to combat roliiantic faith is too biased a view to be realism. Nothlng 

anywhere in Eliot's writing resembles Thomas Hardy a~ much as the final 
. 

verse of this poem. Hardy denied God from the eVldence he saw around him, 

but continually ranted against th1S "First Cause" or "Pres1dent of the 
> 

Immortals" in whom he suoposedly did not believ.e. In a similar way, Eliot, 
, 

seeing fragmentation around hiP1, goes on to deny the "gospel" Qf romant,ic1sm 
~ 

Wh1Ch the eV1dence seems to cont'radict. But noth1ng could fi 11 El iot with 

a deeper discontent than that fragmentatlOn. In this poem there is a voice 
1 

saying he would liKe to believe in anv absolute, even romanticism, lf only 

he coul d. That 

that .very often 

is not realist1c ~eotance~ It lS the palnful dilemma 

prods a man into ~rther motion. 

The previous section mentioned nature and personal relations as 

two aspects of "reality" revealing fragmentation~ "Portrait of a Lady" 

is a longer poem full of lnteresting nuances relating to the topic, but 

1 shall approach it only from the point of view of the lnterpersonal 

relations it displays. 

The lady's speeches say a great deal about relations.in general 

and her re)ations with the young man in particular. Cons1çler first the 

connections between fragmentation and what she calls "friendship." 

In the opening section she remarks on-~ 

" ... How rare'and strange itïs ... 
To find a friend who has these qualities, 
Who has, lnd gives 
Those qualities upon which friendshio lives ..•. 
Without these friendships--life, what cauchemar!" 

• 

Life without friends may b~'nightmare in her opinion, but 

-1 

l 



association with general hUmtnity, \',,;t~ group~ or masses of people, 15 

just as bad. The concert room she deplores because 1t is a place of 

gathered humani"ty where the "tloom" is "touched" and "rubbed and q.uestioned." 

r~any years later, Eliot was to' us~ the verb "to question" again, this time 

of a surgeon t s knife questioning.:.-probing--a wound. In the "Portrait," 

th(irty years the earlier piece, there may be no phall1c intentlOn, but 

the verb fits into a pattern of l nt i~acy of ..contact with defi ni te sexua l 

overtones, and such a oattern the lady finds not nice. 

With such patterns runninq through her m1nd, she has come to 

prefer her fnends onE! ~_a time: "1 have saved this afternoo.n for you." 

At most~ there should be two others pJus herself: 

"So intlmate, this Chopln, that l thlnk his soul 
Should be resurrected only among friends 
Some two or Uree." 

Even in the first section we are brouqht to wonder if one reason 

she prefers her friends in the singular case miqht not be becausq they are 

more manageable that way. Certa1nly her gentlem~p caller 1s aware of the 

scene arranging itself, "as it will seem ta do," through her wards. If 

"friends" are ·those on whom she can emoloy strat,egy and tactics, it is 

11ttle woncrer that she'is reduced to seetng her life "composed 50 much, 50 

much of odds and ends." 

"There are other elements present in her speeches that would seem 

to indicate human fragmentation. 

conversational rather than lync. 

that we would find among the bored 

invokes the kind of scene we often 

The/rhythm patterns of her speeches are 

H-is the kind of affectatior1, though, 
)i 

.1 1 

a9d superficial 
"'1, 

in high society. It 
, , , 
f~tld'~1),a Henry James novel. Moreover, 

" 
t~ of the poem is the title of one of "Ja,mes, books. 

write one,the theme of communicati on and i ts difii'cult1es. 

James chose to 

As a sett ing for 



thlS theme, he usually chose the uoper classes of Amerlca and Europe, and 

then drew out the mlsunderstandlng and isolation. Whether or not we allow 
, 

ourselves to be influenced by the Jamesian parallels, we must admlt that .. 
affectation does not aid deep communlcation. 

Although much of the poem is given over to the lady's speeches, 

the centre of consciousness lS actually withln the male protagonist. The 

poem i s what he hears and feel s. In Sect i o~ l, he hears her speak two 
. 

sentences that are intended to lead him-into believinq that some level of 

communication has been estahlished betl'Jeen them. She first lndlcates that 

he has had insight intb her lnner feelings: 
1 .. .t.·"'=..... ' 

" ... Vou knew? vau are not b 11 nd! 
How keen vpu are! Il 

Then she adt1s, "How much it means that 1 say this to you." Nevertheless 

he is not decelved by her ploy, for he feels "at least one defimte. 'false 

note.'" By the second section he is associating her VOlce wlth--

... the 1Rsistent out-af-tune 
Of a broken violin on an AUl1ust afternoon. 

A deeper search lnto hlS consciousness wlll reveal f~rther signs 

of ,inadequate communication. The onernng llnes indicate that the lady has 

arranged the scene for a cosy tête-à-tète, whereas he sees instead "an 

atmosphere of Juliet's tomb"; death instead of intimacy. 

Second is CI remark Maxwell !las made about the "constant lntrusion 
, 3 

into the affaus of Eliot's characters of the background of reality." It 

is in the gentleman caller's thought processes. The protagonist notes the 

5ackground of candles in the darkened room as much as he notices her 

speeches. Eliot's grammar makes it unclear wh~ther the music is the over-
l 1 

heard background for or the imagined representation of her words. In . 
either case, the mUsic is noticed no less than the lady. Here, 

1 

1 

\1 
1 

1 



"\ 
then, is inattention to the personal. 

\ 

The third thing one remarks in his consciousness in his over-

a11 attitude. He begins in what Williamson has called a sense of 
4 

superiority. That may be tao stronq a' word, but as the po~m begins and 
.' 

the hero enters the scene he does have a sense of being in control of the 

situation. After feeling the "false note" at the end of SectlOn l, his 

feelings are much altered. Now he desires escape. His ideas of escape ~' 
f 

are revealingly impersonal: admirinq monuments, setting his watch, the 

late news, beer, and a lltobacco trance. lI Williamson calls these "the 
5 

mascul1.ne escape to externals. 11 Escape, control, and superiority are 

a11 "externals" in human relations and, do not set well witll interpersonal 

. communi cation. 

, 

~ll this I have gathered from the first section alone. The 
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succeeding sections confirm these interpretations and add a fevi ifiôrë'it-effls.-___ _______. 

as well. The first matter to investlgate lS the st~uggle for psychic 

s~per10rity in which they are enqaged. 

. 

, 
" 

have hinted that the woman likes her fr1ends one at a time 
• 

(' 

because she is. thinking of friendship in terms of manipulation. Management 

is evident in Section II. Her words to him, 

"Youth i 5 cruel, and has no remorse 
And smiles at situations Itlhich it cannot see," 

are not said as an accusation or complaint about his present or previou~ 
+ 

conduct, but rather to manoeuvre him into a corner .. The comments on his 

"invulnerability," llprevailing,ll and her old age are similarly intended. 

And they are sim;larly successful, for he comes to feel he must 

... make a coward1y amends 
For what She has said. , 



". 
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Even his decision to withdraw in the third section shows havI she ' 

has come to control and is dominatinq him. He feels the heel: as lf he ~ 

had mounted the stair on hands and knees. The empty sf11i1e she lnvoked in 

Section II returns as he faces her for the last time. She is still ln , 

control, and he sees himself as a trElined animal. like"AI dancing bear or 

., ',. '.. ".a,n, ilpe, movlnq and chattering in a formal pattern that she hEls taught. 

Even if she were ta die he would not be left in peace. His 

sense of self-possesslOn and control has vanished. She has punctured hlS 
) 

bubble of iSOla~~, not wlth communication, but with torment. Under the 

social amemties on the surface of this poem has been a war. She has 
, 

wrested control from him witt! a decisiveness even her i,maglned death cannot 

res tore. J 
There are several di fficult passages in the poem where the > 

absence of an I:-Jl1au relation is lPlplied by or involved in the mos~ probable 

i nterpretati on. 'fhe fi rs t' of tt1ese 1 sin the fî na l secti on, where the young 

man is arresteck.by these words: 

"III have been wOoderl,ng frequently of late ... 
Why we have not developed into fricrtds." 

oHis reaction is more than can be explalned away by reference to sorne game 

pl~n he had held for this final meeting and that she has man~ged to destroy 

with one remark. His disconcertion is 50 complete it can only be eXlJlained 

by sorne such thought pattern as the following: "If it is not friendshlp 

we ~ave had, what is it? She has told me often enough it was friendship; 

but it is not, for l wish ta end, H. If we were not friends. have l any, 

fy.:i,ends at al1?~NO. l have not. land she, and everyone, is. in reality, 
~ 

cdmpletely lost ifln the d9t k . III, "] 

~eOsee in Section II that she has had, and probably hardened , 
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herself to, similar thoughts: between her and everyone, ther'e exists a "gulf" 

across which she can pretend to reach and be reached by an occasionalj hand. 
l' " 

A final difficult passage really irtvolves the matter of how the' 

young ·man got himself into thlS tangle'ln the fir~t place. Onlyone small 

.. hlnt is glven. < Towards the end of Section II, the common song and smell of 

" hyacinth remlndlhim of "things thRt other people have'deslred." 

, passage: 

. 
Ung'er'gives a· representative cntical int'eroretatlon of the 

\ 

In this passage the speaker tell s gf one kind 
of awareness being dl~placed by another .. Whl.le 
readinq 'the newspaper, he is sel f-possessed, 0" 

spectator' standinq aside fr:om the commotions 
of ,the Y/or'l d, of other peopl e--unt il the common 
song of the street pi ano anc:\! the sme 11 of 
hyacinths provoke an awaren~ss of "thinqs ... 
desired," des"lred by the speaker hlmself as well 
as by "other people." The speaker loses his self­
possession when he hecomes al'Iare of the deslres 6 which are common to' mankind, includlng himself. 

• 0 • 

This is a posslble interpretation, but nowhere ln the poem does lt state 

tha,t the young man shares the feellngs "other reople have deslred." 

My own interpretation involves a sligtl'lt·1y different use of "self-
, 

possession." What the speaker loses 1S not çontrol of his head through the 

motions of his heart. He has los t command of hi s freedom .. When he hears 

the music and senses the flo.wers, he is reminded of a lost possession: 
o • 

himself. In the second place, no clear statement is made of \<Jho the "other 

people " in the poem are. If the others referred to are the romanti.c poets 

and their ilk, 'moviog with ease from maon, music, and flowers ta love, it 
, 

is pùssib-le 'to see hOj/ a young man might get himself into an en~nglement 
i~ 

bY,.following, not so much his own desires, b).lt what his age has drummed 
! " 

into hi, as the dictates of his own'and everyonels nature. 
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, The lady's vague dlssatisfaction with life indlcates fragmentation. 

'e In Section l she expres:sed sorne dis~ontent over an isolated life composed 

"50 much of" odds ân:èJ ends." This thought is reiterated in the twice repeated . 
• 1ine, "1 shall sit ,here" serving tea',to}rïends." The same pathos 'is pres~nt 

'-

here as later-will be seerr in Prufrdck measijring out his tedious life with 

coffee spoons. Whether the\ lady feels t{le pathos in the same way as the 
;, '~ ,1. 

reader i st"'another matter. 

Her dissatlsfaction has a further implication. We cannot help 

fee'ing~that \he is the caus~ o~ her own dlscontentment. She has mangled 

her own llfe. El10t has given us an apt image for this fact when he has .., . 

her say, while holdlng,lilacs, 

"Ah, my friend, you do not know, you dQ not know 
What life\is, you who hold it in your hands;" 
(Slowly twisting the lilac stalks). 

-
~ . 

The lines leading into this speech show that Eliot ful~y intended this 

meaning. It was no accidental juxtaposition. He intended ta put b{ame 

upon her and make her responsible for her own life. 

\ ..--.... 
This opens the way for a discussion.of Eliot'$1 attitude toward 

1 

,d 

his characters. He does not, in the first instance, lnvoke our sympathy for 

them. We dislike th'e lady. The man is as bad, though we can feel a certain :' 
" 

amount of sympathy for his situation. Furth€rmore, Eliot do'es not sympathize 
/ 7 

with them himse1f, despite Unger's claim to the contrary, They are as 

isolated from him as they are fram each other. The poem is not compassionate, 
-#C. 

but is a criticis~ of life. She has ferried herself aCross to hell. He 
" 

entered the situation intend'mg to controJ her; and he not on1y met a just 

retr;bution, but one ini~nsified by the fact that at the end of the poem , 

hi? feèling for the victim--nQw himself--is still one hundred percent selfish. <~ 

He is still looking f~r the last smilê if not the last laugh. 

• 
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This poem is typical of the poems of the.i909-1912 period. 

When Eliot putsA>eople ln contact with·people, the result is not communion 
..--.~ r~~~-

nor any path promlsing' some ultimate completlo~. Unlike the romantics, . ~. 

belng is lsolated and his people are parted from each other 

apparently abiding fragmentat:ion. )' 

Jh~Im~l_sti ~J_oems_l1JLO_9_::J..912J 

Eliot's human 

by a deep and 

Tf\e "ConversatlOn Galante" sec.tion of this thesis men'b~ed. " 
,J " 1 

fragmentation under the aspects of personal relations and of nature. T~e 

succeedinq sectlon dealt wlth the aspect of persona1 re1atlons. Now, as we 

discuss "Preludes" and '1Rhapsody on a Windy Night," the theme fo11owed will 

'he fragmentation as it is revea1ed ln nature. "Prelude l and Il'' were 

written in 1909 or: 1910. "Rhapsody" lS a 1911 poem, and "Prelude IV" must 

be dated somewhere in 1911 or 1912. Thus, what we find ln these poems is 
( .' lndicative of the whole ear1y period of this chapter . 

• 
A ~ood place (0 begin the study is Leonard Unger's conclusions: 

" 

"Pre 1 udes" l s a seri es df four sketctles of urban 
scenes ln winter: fallawed by an exp1icatory 
comment.. ',' "These images" constitute the main 
body of the poem. The poet has tried to guide 

• the rèader toward the "meaning" of the poem 
by mentlOning the' "fancies" which attend the 
images, and then by il1ustrating with a particu1ar 
"notion." There are still other fancies or 
notions in the conclusion to the poem .... The 
final image picks up thematically from the first 
scene the image of "newspapers fr.om vacant lots .,,, 
The poem thus ends on the note of the fragmentary, 
which i sin- vari ous s€nses the subject of ~he 
poem. 8 ... , : 

o 1 

In his interpretation, the last seven 1ines of the poem form a conclusion. 
-- , 

The rest of 'the poem is a series df images ta which certàjn fancies, or , 

emotional responses, clihg. These responses, and therefore the images 
li (J 

themselves, are associateJ in the mind of the speake~, and in the conclusion 
, , 

he dr'aws .thema11 together ;'nto one i dea or notion: 
J 
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The not1o~ of sorne 1nfini~ely gentle 
Infin1tely sufferinq thing. 

This 1dea, in turn, evokes a re'sponse. The response does contain an 
lA 

- 4G 

image of fragmentation as Unger says, but the despair the 1mage evokes lS 

the,thing ta be not d. It is a despair that draws the speaker to the 

edge of hyster' sympathetic madness. 

notice' as 'VIe study the 1mages of tIns poem 

is that "nature" is an urban world w1th signs of man everywhere. This is 
1 

no pastorale. jhowers and ]eaves do eXlst, but far more prom1nent are the 

products o( ma: chimney-pots, window blinds, and newspapers. 

Secondly"the 'tfancies" th"lt qather aroun<;i these images are 

strongly ind1cated in the adjectives the poet uses: : The leaves are 

"withered" and mixed with "grlPly scraps" of newspapers. The bl1nds are 

"broken" and the shades ar.e "dinC'lY." The street is "muddy," "blackened," 

and "savldust-trampled." Unmodif1ed nouns usually have something unp1easant 

or--to the normal reader of the period--unpoetical about them: passagéways, 

furnished rooms, gutters, Çlty block, and coffee-stands. The sense of sme1, 

i~ invoked as well as sight. 
-

Smell of steaks may not be repulslve, but 

note the adjectives in "faint stale slo1lells of beer." All thes~ thinqs 

invoke unpleasantness. l , 

:/ 

Unpleasantness 15 not a necessary correlate of fraqmentatlon, 

but wherever distaste arises the poet seems to be thinking of disunity. The 
1 

withered leaves are associated with newspaper throuqh the wind on1y, and not 

through any underlying purpose. The muddy feet pressing to early coffee-

stands are linked with hands raising dingy shades only under the aspect 

Of time. And time is a "masquerade," a devious th;ng we cannat accept\ at 

face value. ..... 
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, 
People appear in oieces: fragmented objeçts rather fhan human 

beings capable of interrelation. Feet press, hands are raising, f1ngers 

s~uffing,.eyes assured; insistent feet, soiled hands, and yel10~ so)es .. 
of feet. 

People,are a mere p~rt of a dismembered universe. llme reflects 
( 

lt too. Evemngs are "the burnt-out ends of smoky days." Nlghts hold "a 

"' thousand sordld imaqes," and.-ft,ornlngS are p.,corning to conSClOusness of 

unpleasant and disJointed sights and 50unds and smel1s. Th1S is the 

world r~~reated in the imaqe of man. To the poet it is at once an 

Ob)ect1ve vicw of things as they exist and a subject1ve reaction to them. 

F1na1ly, in the c10s1ng lincs of the poem, we must ask what is 

the "thing," gentle and sufferinq, tOjNh1Ch the ka1eidoscopic fancles and 

imaqes point ,the f(11nd of the poet. Wc could call it "soul" Slnce the poet 
. 

uses the word twic€. But lf we are tempted to infer sacramental connotations 

from that word, we would do better to call lt a human, sensitlve conscious-
1 

ness. It is that part of a man's nature that, though lt may contaln ltS 

own share of sordidness as the third "Prelude" tells us, is "stretched 

tight acroc;s the sky" (like the muscle tension of a man in' agony) by the 

"vlsion of the street" and a world split ln sharps and havlng no more 
.~ 

,.-/ 

meaning than the Brownian motlon of old women gathering fuel in vacant lots . 

• 
"Rhapsody on a vIi ndy Nl ght" covers much the same ground as 

"Preludes," though it makes 1t even clearer thiü human beings are no more 

than things. ThlS is the horror of the poem and the message the poet 

seeming1y wishes to impart. He feels that, irrespective of what should be, 

these are th~ facts. The woman in the poem not simply ~9..s_ but _12. a torn 

dress, and an eye twisted like a branch eaten smooth or a rust~ 5pring. The 

child 15 his hand, automatic like a cat's tangue, and an empty eye; an eye 

\ 
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i~ no way resembling the prying eyes in the street, eyes llke the prylng 

grlp of a crab. And the mad-woman moon is smells, and dust, and dry 

gera n 1 ums . .---, 
• 

ThlS poem evad~s deflnitive analysis, ~he occasional facile 

rh~me--"gutter ... butter," and "llfe ... knife"--introd~es a Jarnng note 

ln what seems t9 be a traglc subject. Perhaps lt wrs intellded cas "'inacabre 

humour. Whatever the lntention behind the French line, its assonance 

lS overdone. Perhaps El lOt was hopwq to add to the mood of 1 ilS taui 1 ity 

48 

that hlS lrreqular llne pattern lndicates, a mood heightened by the scenes of 

lmpoverished squalor, the memory a5Soclations connected wlth the scenes, 

and such phrases as "lunar synthesls," lI·lunar lncantatl(Jns," and "dlssolve­

the fl oors of memory." Certa in 1 y 1 ns ta b 111 ty and ~.ragmenta t i o~a re very 

real parts of the poem. Th.ey affect people, maklnq tllem lnto obJects, and 

they make obJects, whether humall or not, either mearllngless or else of 

unstabTe and untrl:lstworthy slgnificance. "Reality" becomes a synthesls 

produced by lncantation ln the light of the moon, and it cannot stand the 

light of day. The killfe tvl1sts because the unit y lS unreal. 

It should be obvious from these two poems that, whlle Eliot uses 

1mages from nature and sees disruption and d1sintegration ln nature, fllS 

pr1mary interest 15 people. When an object is ment1oned, the mind of the 

poet lnvariably correlates 1t with an aspect of human nature. That;s 

true in every early poem. In "Cqnversation Galante," the moon 1S not 

mentioned for its own sake as an obJect. It is related to man-made objects 

and finally, ln "travellers," ta man himself. In "Partralt of a Lady," 

the sett1 ng i s the 1 ady 1 s apartment except for the pas.sage whe_r::e the young 

man takes the air. But in either sltuation the abjects mentioned are 
<\ 

usually human constructs. Where they are not, such a's the li1acs in 
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Sectlon II of the poem, they are being touched and menaced by fluman actlon. 

In "Preludes," the 1eaves, re1ics of a 11ving past, are juxtaposed with 

bits of newspaper and are found ln ciot..t streets. Even the horse lS 

harnessed, and the vacant lots are being plcked over by human hands. 

"Rhapsody 0) a Wlndy Night" depicts the moon as a ,,"she" vllth feeble eye 

and p'ocked face. The cat in the gutter and the bleached branch on the 

beach are treated as symbols for people and thelr emptiness. 

Waggoner talks of Eliot "relatlng neutral 'facts' to human values." 
9 

This is true though perhaps not lmmediate1y obvious. In the poems themselves, 

one sees the "fa-cts" and feels the noet's rcvulSlOn. The standard of values 

offended by the scene or situatlOn is not expl1cated. It 1S the hidden 

th1rd term one must gather from descriptlon and reactlon. 

For examp1e, when one looks at "Rhapsody on a Wlndy Night," there 

is more than fragmentat10n in the poem. lIead1ngs puts lt this way: 

In El~ap~.9jy __ o!~a __ ~_n_dy_J0.9_~_t the young man walks 
through the s treets .... He i s searctll ng for sorne 
essence or experien~~ which cornes at him or 
100ms at him obllqUŒ~y but never appears--searchlng 
for what ln the nature of things, as Gerontlon 
later exp1ained, he cou1d not allow hlm-seTf,-even 
if it were offered. 1n 

Headings' psycltology of what the young man could or could not allow himself 

is conJecture, but the "something" the criticrdescnbes is)a rea1 ptesence 

in the poem. Perhaps it has no reality. Perhaps il is merely the shadow 

of a wish, the hope that somewhere there is reason in the madness, and 

un1tx in al1 the fragmentation. 

To turn to thoughts of hope, or even to l'Il sil fulfllment, i s a 
t, ' 

flrst step away from negativity and into a seareh for positives. Positives 

dO,creep into the early poetry. If they are at~irst not quite answers 
.. 

they are at 1east ways of ~ivlng with the fragmentation Eliot found sa 
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repulsiye. The two sections of the fol1owing chapter will look at the 
, , 

-t.wa ,ways in turn. 

\ 
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GIAPTER III 

FIRST EXPLORATIONS 

IIThe Love Song of J .. Alfred Prufrock Il (1911) 

ThlS p~em, like 50 mucn of Eliot's work, has as its theme , ' 

human separation and lsolation. 
: / 

Uilger, for .one has ,not-èd this fact: 

In IIPrufrock" the theme of isolation is pervasive 
and represented 1 n va ri ous ways, from the "pat; ent 
etherised upon a table," at the beginning, ta the 
mennalds, at the end, who will not "sing to me"-­
but especial1y in the wel1-known lines "1 should 
have beén a pair of tagged clawsjScuttllng across 
the floors of silent seas." In a sense, a11 of 
Eliot's works ln verse are variations on the 
th eme 0 fis 01 a tian. 1 

Unger notes that this ls01ation is present not on1y in the content but 

in the form of the poetry: 

The poem "Prufrock" is l1ke a series of slides. 
Each slide is an isolated, fragmentary image, 
produclng i ts own effect, i nc1 udi ng sugges ti on 
of sorne larger action or situatlon of which 
it is but an arrested moment. For examp1e, 
"Prufrock" proceeds from the half-deserted 
streets at evening, to thé women coming and 
goin9, 'to the yel10\'J f09, ta Prufrock descending 
the stair, and so on, to the mermaids at the 

\ end of the poem. Each part of the poefTl, each 
fragment, remains fragmentary even within its 
given context--a series of larger wholes is 
suggested, and yet the serles of suggestions is 
itself a kind of whole. 2 .... 

... 
This should be sufficient to show that the same kinds of problems are 

present in "The Love Song of .J. Alfred Prufrock" as have been seen 50 ,. 
promin~ntly"displayed in the earlier poems. 

What this chapter wl11 do that has not been done for earlier 
f 

pieces is examine how the protagonist copes with the problem. This wlll 
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glYe some lnsight lnto posslble solutions that were runmng through 

Eliot's mind .. 

Prufrock is a study ln llving \Ill th one's problem rather than 

an a~tempt tq solve lt.' solvlry(a problem is a matter of analyslng 

the situatl0n, accertln~annot be changed, and worklng on what 

can and must be changed lf there -lS to be a Solutlon. If no solution is 

possible or lf the possible Solutlons are too costly, attempts are made 

to adjust ol'\eself to the sltuation and 11ve wlth it, as Prufrock does. 

Of course, what has Just been said lS a ratl0nal outllne of 

procedures. The mind that puts this strategy ln motlon need be neither 

loglcal nor conSC10US of what lt is dOlng. Tl1at is ObVl0US in the poem, 

for Prufrock is totally lncapable of conscious analysls of the sltuation. 

He never faces his problem, even to himself. We know thlS because the 

G 

poem uses a stream of consciousness technique by WhlCh IVe are present in 

Prufrock's thought processes. The prin~ipal DOlnt of the epigraph lS that 
\ 

Prufrock could nèver lay bare his soul to another. It lS Just not ln tllS 

nature. We overhear hlm talklng vl,lth hims~lf, and even ln that dlalogue 

,'he 'cannot fi\ce hlS problem. He is indirect even with himself. The closest 
" , 

he c0lT!es ta hlS problem is to call lt an "overwhelming question," and th en \"" 

forbid h1mself to thlnk about lt: "Oh, do not ask, 'What is 1t?11I 

On the other hand, though he shows hlmself lncapable of 

aCknowledging the situation, somehO\'J Prufroèk has become penpherally 

aware of it. Although he never allows it to come to the foreground of 

hlS conscious mind, he knows first that he 1S in isolation, secondly that 

he has certain desires of escaping the situation in which he knows 
/ 

himself to be, and thirdly that an actlOn lS requlred to bring about h1S 

,} 
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es cape: to go and make his ViSlt. 

These three facets of his awareness are tao ObV10US ta require 

proof, but mention might be made of some aspects that show the inherent, 

lndirection. First there lS h1S lsolatlOn. It lS a h1dden aspect ln 

many of the images that flo\V through hlS mind. The most obV10US it 

becomes lS when he is searching for words with WhîCh to beg1n the 

vital conversation: 
, 

Shall l say, l have gone at dusk. through narrow 
s treets 

And watched the smoke that ri ses from the pl pes 
Of lone1y men ln shirt-sleeves, leamng out of 

\,,11 ndows? 
,; 

This is the situat10n he hopes ta avoid. If he can make contact with this 
. 

woman he can avold belng one of those old men, leanlng out of wlndows 

with empt\ness behlnd. 

1 

Th~ desires that make up the sec6nd ~spect of hlS peripheral 
, 

awareness are a1so approached clrcumspectly. Even to hlmself he wlll not 

make a plaln statement of what he has ln mind. He is fascinated by arms: 

Anns that are braceleted and .whlte and bare 
(But in the lamplight, downed by llght brown 

hair!) ... 
Arms' that lle alon9 a table, or wrap about a 

s h awl--

instead of about his shoulders. A note of envy enters as he thlnks of ' 

the woman 1 s pet, 

Smoothed by long fingers. 
Asleep ... tired ... or it mallngers. 

The cat image ln the third stanza is at once, a picture of Prufrockls 

repressed desires and of his fear of action, for the cat rubs its back, rubs 

lts muzzle, lingers, slips by, and makes a sudden leap; then curls once 

about ~nd fa{ls asleep. 
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In the thi~d place, the tactlc Prufrock has settled upon is 

no more clearly voiced. 1s he planning to propose to the \vpman 7 Or does 

he wish to proposltlOn her? The former would seem better able to solve 
l 

the problem of his lonehness. Nevertheless, it is nowhere- made clear, and 

scholarly argument continues. What is made clear lS t~e dramatlc action 

and the trauma such actlon meang. We see hlm settlng out to "make our 
o 

visitj" on the way a'nd imagining the scene ahead, peopled as lt has been 

on prevlous V1SltS; mounting the stair and hovering at the door whlle 

wondering lf he "dare disturb the unlverse;" seated and wondering how to 

?egin,; the afternoon, the ,evening passing; Prufrock donmng hlS coat, and 

"ln short, l was afrald. Il 

fis neutral observers, our estimate of the sltuation may not be 

the same as Prufrock's but that is unimportant. For the purpo5e of th15 

essay, what we need to see is Eliot's estimate of the situatlOn, and that 

lS we.ll hldden. 

Before sceklng what is ln Eliot's mlnd, there lS one matter that 

15 definitely not in his mind. The lsolation ln WhlCh Prufrock flnds 

hlmself is nowhere blamed on mlsunderstanding. 1t lS not slmply a matter 

of a man and a woman falling to catch each other's spoken or signalled 
') 

" meaning. The thing Prufrock has in mind has never before arlsen between 

them. Since these thoughts are hidden at present, he ~s not the person she 

envisiOJls him to be. lier reactions are therefore based on and directed 

tCMards a mask. If he reveals himself, her responses to him must change; 

and in what direction will the change be? The poem nowhere states that a 
, 

,frank discussion might clear the air. This is his porob]em. Perhaps she will 

'accept the maskless Prufrock.' Perhaps the mask is a social necesslty" the 

removal of which might cause consternation or revulsion, and subsequehtly 

, 
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soci~l exile. The problem lS not m1sunderst~nding but whether or not the 

risk'of communication is poss1ble. There lS also a wonder if communication 

itself can be. 

Much of the problem woulq seem at f1rst slght to relate to 

Prufrock's own character: his indlrection, lnsecunty, and lndec1sion. " 

Is tQe risk worth taking? Prufrock's indHectlon llnllg h1S social contact 

because a person \<Jho wil.1 not di rectly s tate hl s wi Sht:Jven to h lmse lf, 

js unl1kely to have them understood. H1S lnsecurity lS the result of a poor 
<J 

D self-ima-ge. l'le is self-conscious over his bald spot and over h1S thin arms , 

and "legs. There lS the feel1ng that every move is a "presumption" that 
fi, 

dlsturps the universel, All these things imply soclal wlthdra\'ll and separation 

from alluèlose con-tact. Finally, there lS his indec1s1on. A man of Il a 

hundred visions and revisions" lS rrobably estimating risk. 

There are indlcat10ns that it may be more than r1sk El10t and his 

persona are examining. It may be the very rossibillty of communlcatlon that 

,~ 15 in quest1on. If 1ndlrection and in5ecurity are inherent that mlght be 50. 
''t!..~'''~" 

And i~al1 m!n\are 1nde'Œ."sive, they may n.ot have mlnds that can be understood. 

The Prufrock character may be written over-large, and the reader may not feel 

able to identify with him, In this poem, nevertheless, Ellot seems ta be 

mulling aver the same apartness problem as Prufrack, who lS his creatlon, 

and is at least giving Prufrock's "answer" a hearing. Evidence f(\r thlS 

lies ln the following cons1derations. 

~. 
Crltics see Prufrock avoiding issues, avolding even thinking about 

They cannot condemn hilJ1'for that. r~an, like all creatures, f1ies 

from pain'. With1n llmits he may face up,"but when paln becomes intolerable 

a reflex may be f6rmed tq avoi~ the feared pattern. Once the avo1dance 

reflex lS establish~d it is not easily broken. That is 'especially true 1f 
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refJex has becorue subconscious, as seems to be" the case w1th Prufrock. If 

all men do not have this problem, they could have .. 

El10t and h1S crit1cs all share wlth Prufrock ln the second 

barrier to communc1ation:' self-1magé. Self-consciousness is present in al1 

men and urges them, toward s~.lf-rrotéction rather than communicatlOn. 

l' Feelings of incapaclty and fear of failure cause a huddle reflex. There is 

~ related problem tha~ could be called se~f-1mage 1f the ward 1S allowed to 

~not only the "me" but the "mine". The problem îs cautlon, another k1nd 
\ 

of insecuri ty. rt is the OrpOS1 te of risk: the thought that i t lS better to 

hold what one has and ga1n nathing than to r1sk all one has for everythlng 

and face tf~e poss.1bllity of nothlngness. Th1S is Prufrock ask1ng, "Would it 

have been worth it, after all?" and glv1ng a resounding "No~" His present 

shallo.v relationship 15 better than havlng her turn'4rom h1m and shatter 

what 11ttle contact there 15 with the words, 

"That is not 1 t at all, 
That 15 not what l meant, at all.'" 

Thirdly, Prufrock can be ac,used of 1ndeclsiveness, changlnq 

• 

his m~nd more often than hlS underwear. , 
\ 

Again{this can be thoughtof as a 
" 

universa,l problem, and certain aspects of lt are perhaps worse than others 

in that they are not self-1nflicted. The aspect most harmful to relatlonship 

is not mere lndecision but change. No man is single-m1nded for very long, 

even ln his conscious purposes. ,cln fact, a person may be too reso]ute, !oo 

determined. Growth implies change,~even in minds. But change fram moment 

to moment makes people hard to understand: and it may also become difficult 

to IIknow thysel f. Il 

Prufrock is "lë,rrger than 1 ife in tbose three barriers. Eliot may 
" 

1 

J , .-

~_ have made him 50 in order- to reflect moré clearly the human cond1tion. The 

• 

-. 
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... "..... r_ 
r ~ ~ ," .., ," "t ''''\ • 

thr0e elements are ln men. 
, 

Those who denv the reflectian the mirror 

- . 

l 

cJr: thi's poem shows them would have ta do 50 because they bel i eve there, '15 

some threshold of size or intensity beyond whiéh representation becomes 
, ~ ~ 0 • 

,dlstortian. Eliot saw no such thre~liold. He félt h.e. had created a human 

being. We can see that fram the sympathy t'liot has for his protagonist. 

Matthiessen describes the sympathy this ~'Jay: 

What renders Othe character of Prufr-"ock not Just 
grotesque Q[ absurd but poignantly real lS ~hat as 

'as result oT a gradual accumulat10n of undertones 
~ and especi ally of the final dramati c 1 ines, one 

can glimpse. beneath the banal surfaces and futilè 
indecisions 'i)f his 1 iJ'e, h~s rerception of beauty, 

-c'lis '9iomderstanding of "the meaning of l0ytvan '3 
symi'athy, if an utter inabil itv ta qal n t m . 
..t' f.. _ 

, , ' 

-;'Tg,~!:.è are t;\I/O other haf'riers to communication w]thin"the poem ,.. , 

" 
that are not Prufrock's a1one. The first, masking, ~as already been 

mentioned. Maski~ is putting on lia face to meet the faces that vou r11eet./I ~ 

It 15 a defence actl on~not unlque to Prufq)Ck. In-the poem wQmen comè and go 

"Tal.king of Miche1anqelo" in WhOlll thev have no lntprest beyond what they 
. 

feiqn ln order ta aopear cultured. 

The face these women ,wear i s a 150 one dePlapded by soci et y and lS 
1 

th,ereforèja "role impqsitlon./I Role imrosition is the act of forcing, another 

to act a rOle or be a person ~e is not: it is a kind of interpersonal aggrpssion. 
j\ • 

1 1 

It is ,present in the, pressure society apolles to the women forcln"q them ta 

< appear interested ln art, but it is also there in the line, /lThe eyes that 

fix vou in a formulated phrase." Prufrock's behavior is imposed on,him • . \ 
from~outsidé sa that he cannat be himse1f: 

And \'/hen l am formulated, sprawling on a pin, 
When l am pinned and wriggllng on the wal'r,) 
Then how should l begin? 

y, \ 
, ' 

\ 
1 
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The~e f1Ve barriers const1tute the sltuat10n Prufrock woLld 

f1nd 1f he were capable of the analysis. Some may be consideratlons of 

'risk ~nmar~lY, Slnce they s~em sèlf-induced. Bufrole imposition 15 

thrust'upon a man from outs1de, and the chan~eabil1fty under which men 11ve 
, 

(5 not the1r own d01ng. It.,is the poss1b1~lty of commUnlCatlOn these . 

matters ra1se. Eliot is explor1ng what it is llke to 11ve w1th a handicap. 

He accepts the 1mperfectlOn of Communlcation and goes on from there.~ That is 
" 

why Prufrock attempts but is not able ta put his 5~jt-image 9nd mask aS1de. 
\ 

That lS why he does not even attempt to modify his inCl1lrection. 
1 

.1 
After provlng to hlS own satisfaction, or dlssatisfaction-, no 

Solut10n ta his problem of lsolation lS posslble. Prufrock turns to adjustlng 

hlmse'lf to llVe wlth the sltuat;Cln. 

\> 
The f1rst step lS to adm1t to hlmself what he thin~s to be the 

facts of what he is: he aè~nowledges his own cautious self-~age. He is 

not llke Hamlet, no tragic hero. He lS capable of nelther rising above 

sltuations nor goin9 down grandly. He is 1nstcad "an ,attendant lordtl wlth 

all the def1c1enc1es of a Polonius: ttalmost, at times, the,Focn"''' ,Th1S 

ad~lssion~ thlS statemerbt that he, consi~ers to ,be an acknowledgement 'of 
r .• , 

reality, 1S nQt one at all. It lS the bunal of t~ real Prufrock. What he 
"-

is ;s lost for hlm ben'ind a category, the self-image of fool. His' "admission tl 

is tlïe creation of a new real1ty rather than acknO\<I1edgement of an old. , 

Wf'th thlS step canes also an adm1ssion, or a dec1sion, t~at he 15< 

real1y not worth gett1ng ta know deeply and pp .... sonal1y. In,the p'ay of l1fe 

he will do to ttstart a scene 'or two,tt but he sees himselff"<ii!', the end, as an , 

object rather than a person, a "toO'ltl that is tlglad to be of use. 1l The .. ~ 
adjectives he uses to descnbe tôeferential, ... politic, 

c~autious, and meticulous;" advlce he can give/but friendship, as he knows, 
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lS astate requiring more than that. , 

With his self--tmaf}e an'd caution firmly in mind, he takes the 
1 

second step of securing his mask. Because he sees himself aging he wi 11 

hlde behind the styles ana wear cuffs.ô~ h1S trousers. ... Th1S kind 0f maskina 
& 

buries the rea1 Pruf~ock one layer deeper. 

Flnally, wlth all five barr1ers present and accounted for, he 
,:, 

must deal with the hopes he has had .. , There are really only two ways of -., 

doing that. He may rep1ess them, or he'may think of them as beautlful 

memories. Actually he does both. 

30,et1mes he manages to forget Dy concentrating on the simple 

probleJTDof life, like his stomach: liDo l ciare to eat a peach?" Sometimes 
-, + 

he d1verts himself by adjust1ng hi~lmask. He \'1111 comb his'haïr ~n the 
" , . 

1atest fashion, no doubt c0ncealing hlS bald srot.~$ rr he will project a 

d-ifferent image by sauntering on the beach' in eleqant wh1te flannels. 

Such diversions cio not always work, On the beach for instance, are 

remi nders of the beauty he has seen, )0, he fi nds hi mse lf deci dl ng: accept 

the memory of the mermaids sfnglnq. Llust remember 1t is memory, that they 
\ 

"do not, .. si ng to \m~" Il 

Fol~owing this self reminder come five of the mo~.t lyric, senSUOtlS, 

almost erot1c; lines that Fliat has written: 

l have ,seen them ri ding seawiIrd on the waves 
Combing the white hair of·the waves blown ~ack 
When the wind blows the \'/ater \'Ihitt"' and black. 
We have lingered in the chambers of the sea 
l3y sea-gi r,ls wreathed wi th seaweed red and brown .... 

The hypnotic m~tre, th~ skilful use of ~ertain consonpnts aod vowels, combined 

with the word-picture ~e1f form an image of exquisite beauty. This is the 

memory'Pr'ùfrDck has. This is what he possesse~. 
~ " 
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, Prufrock wou 1d not wi sh to be without the memory. , 
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Any sens i ti ve 

person would consider 1t better than noth1ng. But he knows somethinq else 

full we1l, and it is here that the persona and the poet become one. He knows 

that a memory or an ideal re~resentation of human fe1-10\vship is no Subst1tute 
f", 

for the real thing. As an attempt to cope with 1tS absence, memor1es or 

abstractlOns may be needed, but they are hot sou1 satisfy1ng. If the hint 

the epigraph. glves us may be arrl; ed to Prufrock ln more t~an his ret1cence, 

then it lS tel11ng us he i? suffering the agonies of hel1. 

If the alternative Prufroek ehooses is an unsat1sfactory course of 
, ''l 

act1on, where lS a young man llke Eliot ta turn? An earlier Matthlessen 

quotati on ment10ned the key-word "beauty." Spender may have a s iml 1 ar 

1 de a 1 n mi nd : , , 

In "Prufrock" and. the early poerlS, despi te the elaborate 
se'ttf-mockery, the point of view is essentially aesthet1c. 
The artist, too sophist1cated to be a Rusk1n, a Pater, 
or a W1lde, nevertheless has a deep nostalgia for the 4 
past--a1most any past---in which men lived by tt}elr vislnns. 

Beauty and wbat Spender tems "v1s1ons" are not necessanly the same th1ng. 
, , . 

Prufrock had them both but (ln a way Spender dld not mean) he 1ived by hlS 

• 
V1Slons. As we now turn ta the 1ast poem of the èarly per1od, it is to beauty 

we mus t look. 

"La 

The preVl DUS 

Figlia che Plang~12) A 
sect-ion explored the hypothJ,~t i'f 11 fe h as ) 

, 
À 

nothlng else there is a1ways memory and day-dream. Where such ideas were put 
"\ 

fonvard they l'lere ten,tat1ve and tlnged wlth a n.ote of dissatisfaction. Th{s 

explore a second alternative to the acceptance of fragmentatio\, 
.: 

;. 

sect10n wl11 

He re wi 11 be examined the idea that 

i s beauty: the aesthetic answer to 

nature. 
Q 

(' 

if 11f~ has nothlng e1se 

the vision 

J 

/' 
1 

J 

of dlsruption 

s ignifi can1:, there 

ln 11 fe and 

fi 

... 
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Before examining "La Figlia" ln detail, l would like to pOSlt 

two alternative ideas of beauty, and theo see if the poems already studled 

show a preferenctltfor one over the other. First, the two possibllltles. 
:.4 __ ~_ 

Beauty was mentlOned as an elemeht present in "Prufrock" !Iut the 
~ 

poem nowhere states whether beauty is found or created. There lS a big 

difference between the two. If beauty lS found in nature or lite, then 

order and meanlng, of thlS one klnd at least, are 1nherent there. If th1S 
" 

lS not the case, then, 50 far as beauty lS concerned at least, the world lS 

lnherently fragmentary, and the mlnd must not so much search for as create 

and impose i ts i deas of beauty. 

, 
The lmplicatlons arc far-reachlng. If beauty ;5 merely created 

and imposed, it has no real1ty outside the mlnd. Reallty itself lS disordered 

even ln the corners where the mwd sees order. lxcert W1 th the mos t 

hardened &esthetes, we m1ght expect ta flnd such a blfurcation between 1dea 

and reallty producing a note of unease. l'long wlth the vlsion of beauty 

there may very \IIe11 be a sense of lts unnaturalness and unreality, perhap;" 

even a feellng that beauty lS not enough. On the other hand, lf b,eauty 1S 

consldered ln sane way objectively real, lt may not be the only reallty and 

1t may not be cons1dered enough. But though there may be a quest for further 

un1ties, the frant1c search for something else~to ~llng to should not be lnt~nse. 

Furthermore, the feel1ng of unnaturalness and unreallty w11l be absent. 

The early poems deal ln ugliness and empt1ness. "ConversatlO~ 

Galante" mentions "vacuity" and "vagrant moods." "Preludes" h~s sVlÎvelling 
, 1 

backsides and discoloure~ feet. "Rhapso~" is composed of rusty spri'llgs,and 

a "crCMd of tWlsted things." "Prufrock has the tWlsted "ragged claws," and 

the boudolr scenes in "Portrait" are notably artiflclal. This seems a 

strange mixture of reality and unreality. But what lS real and w~hat lS' not?· 

1 
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In every poem we ha ve the impress ion tha t the thi ngs are more rea 1 tha n the 

synthesis that brought th~m together. The~beauty of the poems is elaborately, 

dellcately constructed; but some~O\" chimerical. ,llnd that beauty, it 

wauld seem, is not enough. Every poem ends ln dissat'lsfaction. 

These tendencles seem most évident l'Ihere beauty is most rkesent 

in the poetlc structure. There is, for instance, the aesthetic e1ement ln 

the fHla 1 three 1 ines of "Portrai t. Il 

have already quoted Unger's remark that "wlth the speaker.'s 

referenee to the poem as 'muslc' the h:lentlty of the speaker merges wit'!1 

that of the poet." Tht-_:'roet" is Fliot hlmself, aceordlnq to Unger's 

lnterpretatlOn. By my readinq of the [)oem, the sreaker and the poet are one 

and the samc nrotaqonlst that Eliot has created: the hero underqoes the 

experi enee il nd then wn tes about i t. Th i s make.s it unneces sary to bn ng 

Eliot into the [)oem to exr1ain lts e10slnq; and making t"e "speaker" and 

"poet" one leaves E1iot's connecti?n wlth thr exprrssed feel1ngs undefined. 

Nevertheless, 1 susoeet Unger lS riqht in 1nvolvlnq Fllot nerf'. He lS the 

"third who vo/alks beside," because this is a matter that concerns him deeply. 

t1uch of the importance of thes e clos i ng 11 nes depends on hm" the 

word "music" is lnterpreted. There are three possibilit1es, but only one 

makes conSlstent sense. Th,e speaker has shawn himself sensltive to background 

mus; c throuqhout the poem. Th1~ could be a reference to music that hf)- lS 
" 

overheanng. If 50, the endinq of the poem lS pointless. (îr the re;' erence 

could be ta the ~"eb the woman wove to entangle the young man. Sinee he is 

naw cOOlpletely entrapped, so much 50 that even her death could not free hlm, 
. 

her "music" has been brought into a successful cQnclusion. If thlS is how \"e 

are to take the word, 1t is inexpl1cable that he should want to sm;le. The 

best interpretation would seem to refer ta the poem itself, as Unger lmplies: 

\ 
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out of their totally fragmented relatlonshlp he has managed to create 

a poem, a "muslC ," a thing of beauty. 

To create somethlng out of nothing should give the rlght 

to smlle, and 50 1t would if béauty were enough in llfe, or even lf 

beauty were a SOlld value among o~her values. Still, the poem ends ln 

the uncertainly of a questlOn: "Should 1 have the nght to smlle?" 

Re has created beauty but he suspec ts there may be other equa lly lmpor'tant 

values, or even values that could kill his joy. 

The suspicions of the closlng lines of "Portralt" are strengthed 

by the final line of "Prufrock." "Human voices" would seem to me an 

reallty toat intrudes upon our dreams. 
.t:'p 

Is beauty mere ly one of those ~reams 

fran WhlCh the world will wake us ... lIa1d we drown"? 

Now we turn to "La Flglla che ~ange.1I It does not give a final 
1 

deC1Slon between beauty as real or as ldea. The ~eauty present l~ a 

creation of the mind, but no statements are made elthe~for or aga1nst the 

posSlb1l1ty of beauty in the real world. , 

As ln "Prufrock" and "Portrait," "La Figlia" concerns the end 

of a relatlon between a young man and a ~ady.5 The poem has fewer difflculties 

than most of E1iot's works,6 but an analys1s wlth one eye on the aesthetic 

might be he,p ul. It will show that the beauty being con<;idered 15 a created 

th i ng. .; , , . 
The griater port1op of the poem deals- not with what happened, the 

• 
" factual events, but with w~at has been made of what happened. The scene ln 

',( 
the first stanzahas been extracted out df'"life and made into a thing of 

beauty by the mi nd of the young man", He imagines thei r pose, thel r actions, 

their feelings, not gS they were but as they shou1d be. And 'the "should" is 

based solely on aesthetlc s}andardS. 
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A~n "Conversat1on Galante," the note of uneas-e becomes 

striking toward the end of the spc~nd stanza. There is the grim , 
analogy of soul and body follOv'Jed by the des1re to find sqne way of making 

the parting into something understandable, nl doubt by means of 1tS beauty . 

.The "sorne way" is to be "iiqht and deft," but instead eLs in the unstab1e \ 

metre of the 1ast long line: "Simrle and faithless as a sfT1l1e and shake 

of the hand." Visions of heauty d1e and in th~ f.inal stanza real1ty 

appears. 

J Peality lS the fact that "she turned away." It lS a1so the 

fact that, thouqh he could and did create Ë1esthet1c oleasure from the scene, 
, \ 

she continued to haunt h1S memory for "many c!ays and many hours. " USlnq\' 

,an lmpersonal mode of express10n to seoarate hlfTIself from hlS feelings, 

he asks hlJ11Self "heM they shCluld have bef'n tOQether." H1S aesthetic 

nature answers. If they had contlnuerl on toqether, he would have lC1st for 

himself the beautiful pl cture he has created out of gesture ana,oose. 

That this leaves hlnl dlssatisfled is clear ln the lac;t two l,nes: 

Sometimes these cogitatlons still amaze 
The troubled mid111Qht and the noon's rerO'1e. 

- "",,:' . \ 
~ 

.J-

f3eauty, ,whethf'f real or ldeal·, is a standard of \uoqment. Ps 

\ 

\ 
such it should be oren to testing. Jhere are two nractlcal \ways of tes.ting 

~ .. , . 

o 5 tondo rd or set of. va lues thot fl i nt m,~Y be uS i n 9 i nth i s ~em. The fi rs t 
..: ' \ 

is to test it agalnst the facts. ThlS' ~- I"hat 8radbrook see"5 ~aDneninq 
\ 

in the paem: \ , 
\ . \ 
\ 

The curi ous- shi ft~ between second and th J r~ q~rsor\ 
in the address, the hint of a Henry James sit\Jatio'h Al 

at the èn,p of the' seco~ stanza, and the summi\(lg up, 
"1 shoulèl have lost a g~ture and a pose," indl.cate\ 

". clearly "that the very substance of the pOE?m is the '\ 
relation between life and art--parti cularly between 
those moments when li fe fa l1s i nto the ordered, \ 
pattern of art; but the beauti ful movemel1t, the \ \\ 
alternatlon of longin'9 ànd c09trol, conveys most \ 

•

.... _ .... -. ______ ~_' _'\ poi gnan t ly a h uman s Hua ti én . , ' - \ l, 

• 2 _\ .... 
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The rh rase after the dash ; s ; ncorrect. The poem has nothi nq 

to do wi th moments of 1 i fe that 'fa 1" i nto the ordered patte rn of art. The 

ordered pattern of art is what the persona creates for himself because life 

lS disordered and unsatisfactory. The noem states the relation between life 

and art rather clearly; art lS ordered and life chaos. 

Despl te that mi s readi nq on B radbroo k' s nari,. she h as put her 

finger on two important pOlnt5. The first 15 that, the nrotagonist. hav1ng 

as he does the self-image of an artlst. ;s deerly concerned wlth the 

relation of l,fe and art, of reallty and a standard that must itself he 

measur,ed. The second pO,lnt lS that the hero is eXlstentially--"r~ignantly"--

ln vo 1 ved. 

The second way ta tes tas tandard ; s by means of a second 

standard that is thought to be of some valwe. 

Headlngs may have had this obllquely ln mlnd: 

"La Figlia che Piange l
' makes of a descnoed rarting 

of lovers something of a Lloyci an epinhany--a recreated 
moment ~f da'tmi ng mora l awareness. The rrotaooni st 
pretendIP ta have been only an observer, but hic; deer 
i nvolvement ln the scene makes the féader feel that 
thè narrator Ylas a part1cil1ant. He sees himself as 
the mind of an artist, and he reqards the qirl as 
a body torn and brUlsed. And the rartlnq lS 
described as resembt',nq the mind's desertlOn ot 
the body it has used .... The protagonist tries to use 
artistic significance as Justiflcation for the 
desertion, but he has' not wholly succeeded in convincing 
himself, let alone the reader. 8 

l see no reason ta read the nocm ab a moment of "dawning" moral 
\ 

awareness, but it 1S certalnly a clash ofethics ar'ld aesthetics. lli5self-

image is that of artist, as Headings asserts. He may even be wishing for 

himself the image of an aesthete who denies all extrinsic rrinciples of 
<Ir 

Judgment', for there is more tnan a hint that he would like to depense wi th 
, 

the c1ai ms ethi cs have upon This he seems unable to do . "5 a resu l t .., 
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his aesthetic pnncirle and therefare his very self-lmag'~ ~re, at least 0 
1 

by impllcation, brought under judgment. 

Headings sees the same "deep i nvolvemen.t" of the young man , 
that Bradbrook poi nted out. The protaqonist's assessment of his 

1 

ae?thetlc standards by means of fact and by means of ethlcal comparison 

has not been a passionless pursuit of knowledge. Passionless is what 

his art would li ke ta be. The facts of disintegratlOn and the standards 

of moral1tv forbid detachment by throwinq him into self"'-confll·ct. \.Je 
- 1 

neither live in art not live by art alone. ThlS is the hero's rroblem. 

It may very well be the artist's--EllOt's--admission. E"thics cannat be 

abandoned. Life cannet be ignored. 

What can be said in summary of these early poems? Hobbes 

described human life as nasty, solitary, brutish, and short. fi summary 

of the early Eliot roeTTls would descnbe llfe as nasty and solltary, but 

1t would wish ta afflrm a savinq qrace. What that posltlve value is 

lS never stated. Indeed, lt is unrliscovered, no more than a faith or 

hope ln something unseen. Desrite the neqat1vlty of thesp early roems 
"7 

there is a finn but buried bel1ef that somewhere in the isolated inner 

life of a man there must he somethlnq of value. It is, it must be, 

somethlng that is somehovi blgger than the fragmentatiun about lt. It may 
, 

shQw its value by the order anâ beauty it can dream and create, but those , , -

dreams and those beauti,~S/'~re not the thing itself. , 
" 

The"ear'ly poems seern to suggest two roads for further 
(' 

~--;----__ ~e~x~p~l~or,~t,f'ôn. One i s an i ntens ifi ed s earch for that somethi ng of va lue 
,,~ -~- ... 

_:ttr'ât' "l i es be'n nd ~cti on and beneath experfen{;e. ,,9 The second path of 

exploration mt--ght be direct'ed towards a further understanding of the 

barriers to corrmunication and the causes of fragmentation that make that 
> , 



somethi ng 50 hard ta fi nd. 

" Yet these 5eem ta have been the. goa 15 El i ct had been 

pursuing throughout this ear1y period. His If La Figlia che Plange" in 

many ways the summation of the peri od, had given no answers that, the 

other poems did not contain. Not even the hints of ethica1 con~lderations 

were new, for "Portrait," one of the ea.r1iest pieces, had closed on-an 

ethical question. Whether we" measure the poetic progress or the ideas 
c 

contained, there is no progress. "La Fig1ia" can be read as reiterated - '. 

frus tra t itm. 

, 

In 1964 Eliot referred ta this particular poem'as the 
most innocuous he had written as a young man and , 
consequent1y his most antha1og1zed piece of the period. 
Certainly on'its completion he wrote no more poetry 
for three years. 10 
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Footnotes 

ll~~, pp. 13-14. 

2 l~Ji, p. 19. " 

3 F.O. Mathie~sen, The Ach1evement of T.Sl Eliot (New York: 
Oxford University Press. 1959), p: 99.---------------- --------

4- step'hen Spender, "Remembering Eliot" -~n Allen "f.ate, T.S. 
Eliot, The Man and His Work, p. 65. ---- --------- - -- --- - --------~ ,. 

5 Unger makes clear how com~on a theme tllîs--'-t,-în- t-:l-iQt: ---"'ConversatlOn Galante' ... is,obvlously modeled on 'Autre Complainte de 
Lord Pierrot,' which is quoted entire by Symons .... If we consider these two 
poems, Laforgue's and E1iot''5, and then recal1 Eliot's 'Portrait of a Lady,' 
it 'S easy ta see how that poem, too, lS ... a dialogue between a man and'a 
woman in which at once tao much and tao little 15 being communlcated .... 
'Prufrock' is also related to the 'Portrait' and 'Conversation Galente.' 
The poem opens with the prom1se "'To 1ead you to an overwhelming question ... ' 
and this question 15.not 50 much an interrogation as a problem--the probrem 
of communicat10n between a man and a woman .... Th1S theme of the failure of 
communication, of a positive relationsltip, between a man and a woman 15 
found again in the otller early poems 'Hyst~ria' and 'Figlia che Piange,' and 
it is indeed a major theme of the v/hole body of E1iot's work. It appears 
early in The Waste Land w1th the lmage of the ~hyac1nth glrl. ' ... It becomes 
reiated ta other emerging themes, especia11y ta rel iglOUS meanlngs--for 
exampl e, in the symbo1 i c imagery of the 1 rose-garden' 'which appears 4n the 
works ~_~1l:YJ_e9]1~~Q.'!'y, f~_QlJ~T!~ts, J!~e_f§~ily_p~~_n_i9D, and J!1~_S:9Drl~~il!J.?J 
Cl erk. Unger, pp. 10- 12. 

1 

6 Even the slmpler works have been sU.bject rt0 controversy over 
not only their value but their very meaninq. Eliot has not'always helped 'to 
clarify his meaning, for when asked concerning them he is as 11ke1y to give 
a fa1se 1ead as a genuine one. "It has been said, on good authority, that 
!-.9~.!.9JJ.ël_ ~~_ ?J9_n.9~ i s written about a statue of a weepi ng gi r1, whi ch the 
poet hoped to see in Italy but never 1qcated. Even the ward of Eliot himself 
would not convince me that a poem beginning [quotes first stanza] had very 
much to do with marble." M.C. Bradbrook, T.S. Eliot (London: Longmans, 
Green & Co., 1951), p. '1. --------

10 Neville Brayhrooke, T.S. Eliot (Grand Rapids, Michigan: wiîliam 
B. Eerdmans, 1967), p. 13. -------.. 
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CHAPT ER IV 

AFTER THE INTERLUDE ) 

Boston Poems and Other Observ (1915) 

Eliot met Pound for the·fir,st t in Septeml>er, 1914. In' 
\ 

the fo11owing twe1ve months, a11 the ear1y poetry except "Conversation 

Galante" and IILa Figlia che Piange ll were put into print throug-h Pound's 
'-. 

1 iterary contac..ts. Whe..t,her El i ot had resumed writ i ng before that 1 

meetlng or because of i~t is unknown; but in the twe1ve to eighteen 
o 

months following, seven new poems were writfen. Six of lhes~ ... had been 

pub1ished by September,-1915; but one, "The Death of St. Narcissus," 

was suppressed for a numb.er of years. The latter poe!llcasts significant 

1 i ght on the others of the peri od, but l wi 11 reserve i,t t i 11 the end 

of this chapter. IfMr .. Apollinax ll is a1so a~lfnportant p6em of the 1915 
/, 

period. Since i t i s set" ln Boston, and since' su' many' of the cormnents 

.I will be. making in this section apply ta it as much as to the other 
, 1 

piec,es, l have not~~cl.uded it compJetely fr.om the foHowinÇl discussion 

despite the fact, that it will be rec::eiving separate treatment in a .. 
section .of its own.· ,Thi$ section will conc,entrate on three poems set 

., 
in Boston, "The'Boston Evenin9 Trariscript," "Aunt Helen," and"Cousin 

-Nancy"; ar:ld on two J • 
whose content ~ 

for Eliot. 

at,the t~indow,'~ and "Hysteria." 

All seven 1915 -po-ems cons;titute t.~e first of many fresh starts ~ 

A l iterary critic wou1d find these poems' minor at eest, but 

..... 

') 

, 

, . 
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for our purposes théy mark an important extens i on of explora t ion. A 

surface reading might not show thàt. The same ideas as were in the 

71 

----------.,1909-12 poems all appear again. Little is genuine~y new. The important 
-1.. , ___ - - -- __ _ 

, , 

thi~s to note are that sorne emphases have shifted and th..at.a slightly 

different" narrator persona1ity is being projected. 
j . ..... 

J l should say a word about the narrator since a basic assumption 

is being made. If we except "St.' Narcissus" from the discussion, four 
1 

of the six poems use the first persan singular. In the [emaininq P1ir, 

"8unt Helen" and "Cousin Nancy," opinions are spoken from a distinc/t 

point of view. "A11 six poems are narrated, and the narrator perso ality 

i s uniform throughout. !..Je may treat hi m as one persan without "S i ous 

dlstortion to sense or structure. 

Parallels with the early poetry are too striking to equire 

elaboration. There are distinct similarities in the pr~sent;fion of 

. the problem in particular. l win point out three obvious on~s. Isola­

.... tion was a continuous problem in the earlier poems and it is \present 

again here.~ In "Mornina at th~;ndow:" the narrator's w;ndow\;s hiqh 
1 

above the street, removèd and at a ~istance f~om the people he ~atches. 

This separation 1S reinforced in many ways. There are at most ~wo 

instances of people touchin9. Miss NancY,is doing "a11 the mOde~ , 

dances" in "Cousin Nancy"--which may or may nat have involved touO\in g 

the partner--and the mai~ sits on the footman 1 s knee in "Aunt He1e"\" 

Too much ~tress sh~ld not be placed on such physical contact, for t /0 

./ 

instances in siKpoem"s is hardly an overabundance. 
.' 

is a fastidiousnes9 about the narrator' s persan that makes such 
l , 

" 

highly distasteful. 

f 

;. 
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A second parallél lS fraqmentation .. Even the '\echniqu~s of 

~ " 

present-ing the 1dea are thé same. In "Morning at the .W,indow" aqain, 

the people seen are not people at a11, but bïts and pieces. ,There is 
1 
/ ' 

the "fac'e ll from the botfom' of the street and a IIsmile ll hoyering iQ the 

a1r above a mwddy skir~. In flHyster,1a" also, the woman lS dismembe,red 
l' . 

ln-the narrator's imag!inatlOn. She is a matter of teeth, throat~ 

muscles, and breas~s~! Such bodily fraqmentation we have mentioned 

already in aur re~léwraf "Preludés." 
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r
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A third si nlarity is again one both of -technique and of the 
<l' 

end the technique pr duces. The adjectival deniqrati9n used in "Preludes" 

and other earl'y poens reappears in "Mornino at'~he Win.d'ow." Faces are 

"twisted"," souls "d mp," an.d smiles "aimless." This technique is st1Tl 

byildin9".a ~ood of issatisfaction. 

Itowould seem, then, that Eliot in 1~15 was stili ca~ght up . , 

in the same life p oblem, ~s he had been five and six years bef~re. ~ 

Certain1y his char cte~. Iso1atio~, fraQ~entat~on, and dissatisfac~ion 

are rampant. 
• 

1 impli d that the 1915 'poems do have so~ething new. Actually, 

there is ~ovelty 
, 

n the 1ife probiem presented as ~ell as in the ~ethod 
, >' 

of handl,ing the s tuation. ~lnce we have Just been looking at the 

prob1ems, let us 
• 1 

eg~n our search for nove1ty·there. We wi 11 fi nd the 
"l.} • 

major "'difference p be moral relativlsm. 

, " 
The 1909-12 poetry revealed fragmentation in màny aspects of 

1 ife, but certain ethical standards had stood as .. a fairly sol id ~ackground. 

It is true that the narrator-poet in ".portrait 'of a ftady" may have had 

" 

'1 

" 
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1 

/ 

/ 

1" 

doubt as ta whether or not -he could ignore mo~?lity in favour of 
~ 'i 

sth~tlcS, but the boem was 50 written that the reader felt no doubts. . ' 

The same cpuld be said of "La Figlia che Planqe." The ear1y poems mAy 
. ~ 

have shown people lsolated or even broken and twisted, but they were 

,..subJe.cts ~f concern,l'and their agony was shared by the narrator . 

• 1 

The 1915 poems present a narrator who is detached from the 

" sltuations he descnbes and se1dom shows a reactlOn. The t'larratorsof 

the 1arlier poems had occasiona1 doubJs or questions about thelr own 

standards, and
l 

these functioned so as to guide the reader'~omethin~ 

better. The narrator's reactions, when, The tec hQ,l que does not recur. .. 
th~l do camé, relate to aesthetlcs rat~er than ethics. Ethica1 situa-. 
f " 

tlons are presented as facts with littl~ obvious positive or negative 

bias, and these "fa"cts" woul'\L..seem ta indicate relativlsm in..v.alues. 
1 
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"Aunt Helen" is the mq.?t ObVlOUS comment on relativism. After 

the woman's death there wa'; noth;n~ unchanged except the clock on the 

mantel. The conduct of the servants seemed based on her wishes rather 

than on abso1utes. And the wishes of one who 1eaves ~er d09 more than 
. 

her peopl~ may be open to ethical question. DElé!t,lr,itSélf is devallied 
~ 

" 
by the undertaker: "He was aware th3t this sort of thing had occurr~~ 

before. " The aunts in HCousin Nancy" are "not quite sure" 'of their 

niece's Gonduct although they supposedly have the 'tandards of Emerson . ,~ 

and Arnold_'to guide tbem. People, too, are devalued not merely by 
" .. 

society's wea~ing action as in the early po~ms. People now are worthless 
, ~". ~ 

in the ey~s of t,he narrator. Cous·i~ H~tnet is just a woman to whom he 
J t 

hands the newspap~r. Mrs. Phldccus and the Cheetahs are of no more 

:significance than lia slice of lemon, and a bitten macal"oon." The opirdons 
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~ ~ 
of thé various personae Jn "Mr. Apollinax" are so relative they are 

meaningless: one thlnks, "HeQis a charminq man," while another'decides, 
\ 

<t 

"He must be unbalanced." 

'Ir. 

~ The foregolng should make it cl~ar that whl1e the old pr;blems 
'--, 

remain the new dilemma of rèlativism has been added. The ne,.;t "'atter \ 

Le be examlned is what is new in the responses the chpracters show ta 

the varlOUS problems of exjstence. A~e the answers shdwn in the 1915 
l ~ 

poems solutions? 'Or do they reveal adaptl0n ln order to 1 ive with the 

" prob 1 ems?' 

Several hypothetlcal responses couldrbe built from the eVldence 
( . 

in the poems. The question is which ones were in El;otls mind. The 

hypothetical construction to be ~xamined in this sectlon has much e~idence 

to support it but does not explain a11 the fJts fully. This;s the 
\ / 

idea that loyaHy and'patriotism is what Eliot is examining as 'a so~u-

< t lOn to 1 ife prob lems. 

The earlier po€ms, with the on~ exception of "Portrait of'a u 

Lady," seemed culturally neutr~l. Their loçale does not strike one as 

being in any one part of the world rather than another. The "Portrait,1I 

though, w~s distinctly Jamesian,\and as such s.,eemed European. 
, 

/ 
Society in the poems under consideration he're is Am~ricêfn,/ 

l' 
t 0 o.; 

Boston in parti~ular. We could quibbl~ over this generalization. //Fo~ 
, r 

one poem, "Hysteria," has no part(CUlar setting; ,one paem, "Morning at 

the Window, Il may have an Oxford setting; and the one positive charac~er 

in ail the 1915 poems, Mr. Apoll;~ax, is an ol~ world ~haracter'.lIv;·sit;ng 

the United States." Still, the general flavo\lr bf the 1915 work is 

ta 

1 

" . 
, J 
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, 

·e 

-

Bostonian. 

-'-..,. , 

L 

All thlS is evideJlc~ for a contention. "P,ortrait" sho~s ~hat 

Eliot may have had an early ";nterest in Europe. T,he 1915 poems show, 

one might argue, much more than an lnterest. "Morning at the Window" 
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is the least corrosive poem of the perlod, and Mr. Apollinax is the only 

persona the na~rator treats wlth eve~ qualified approval. If we may 

take these to repr~sent thinqs Britlsh,~e may conclude Eliot is givinq 
\ 

a general approval. ln cQ.fltrast, and far more obvious and certain, is 
.1 

the cold disaeproval of things Bo·stonlan. Here may be the f},..PSt symptoms 

of "an eventual severance from the land of his birth and a dedication te 

England. 

f 

Possibly here are the' first sYmptoms. The argument may be 
~ 

val id' as far as it qoes. The problem is that by impl ication the hypo-
. 

the~is wishes to go further, to say that here is an attempted' solution 
, . 

ta EllOt's problems. The problems that faced E110t and -set him in motlOn 

were rragmentatlon and isolation, both in Mis own ltfe and in the world 

he saw around him. These matters wau.ld be intensified ir '19~in a 
" 

... 
country at war; and patriotism might very well suq~@!st itse'lf as a solu-.. 

" 

tfon. Attachment to certaln ~tandards could not be used to remeqy his 

sense of 19ss" but could be used t~ disguise it. Howev,er, there ;s 
.~ J • 

absolutely nothing in thE"se poems that indicate a connection. r{"/'te, is 

" .• irejé~;ing his .?ld h9me ~or the old world--which ;s far from prlven--it 

is no cure. The narrator at the window and Mr. Apollinax in various 
.' 

New England drawing rooms are still totally isolated; and the narrator 
, , 

~ is still unhappy. Finally, we cannot accept that Eliot was ~t this time 

in fact rejecting his hamel'and. The evidence is circumstantial at oost, 

.-.{.' 
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and there i s some evi dence to the contrary. Withi n a. few months he was 
; 
1 

~ to enlist in ~he Amedean navy. In the flnal analysis we must _ 

admlt that attachment to country is in no way sùggested as &.salve for 
4- , 

personal isolatlon and a universe in pieces. 

" 

"Mr. Apo l}Jll~_~D3]~51 \ 

1 ... 
"Mr. Apollinax" 1S the poem of the 1915 period that tell s us 

,-, 
Eliot wai really examining. the hypothesis It i s not adherence to place . .-

o'r principle that 15 under study·so much as a·type of persona11ty. The 

1dea~~deration, admi'red even, but in the end is rejected. - .-
. , ,,"} 

The personality that Eliot considers, admlres, but rejects as 
,/y 

a 'soluUon is not that of the narrator. It is Mr. Apollinax. The 

narrator's personality, though, is extremely important. He is tne foil 

through ·which the prob1ems under consideration are revealed. - Before we 

study Mr. Apollinax himself, we must al'a1yseJthe narrator. "That will .} 

invo1vé a re-~xamination of the B~ston ~oems discussed· i~ the p~~us 
.. 

sectlon. 
1. 

- Ineth: B~~ poems, the old te\hniques ~ere continued and were 

used to express the same old life prob1ems\ps,were in the 1902-12 writinqs. 

An adg1tion was the new re1ati;ism in ethic~ matters. r'solyion MiS 
, ,\ ' ,;t 

\ ~ .;,.1' 

always a major factor in E1iot's poetry. T~ lf16rfatar 'à1ways stood at . .. ~ ~ 

some distance from what he describec1. J'ht>f'~ was" however, a sympathy 
\ 

present. In "Rhapsody on a Windy Night,." for. ins~anc~, the woman and 
; 

chilcL are described in terms that are objective. bU\ that at the same time 

revea1 an awarene,ss df horror. The horror irt- the narrator is tinged 'with 

" 
repulsion, but it is much more deeply coloured by fellow-feeling. Even 

~ ) 

; 
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ln "Portralt of a Lady" the young man who narrates the poem ;s aware of 

hlS own, lf not the woman's, human sltuatlon. 

~ympathy 1S tota11y absent from the 1915 poems. Relatlonships 

in "Mr. Apolllnax" and the five poems of the prevlous secti-?n can be 
t 

l'''epresented by one phrù.se from "Mr. Apo 11 i na x" "'But after all what 
,J 

d1d he :-nedn?'" There lS never commur'\icat1on, never concern. 
o 

j 
This lS, firstly, true between, character and character. M1S5 

Nancy çlOes !let" way, and "her aunts were not QU1.te sure how they felt 

about i t." The fpotman and housema id take no thought of the; r dead ,. 
m1stress. 

This l~ck of sympathy is also true between narrator and character. 

He sees housemaids "sprouting despondently" in "Mdrning at the Wlndow·." 

Between ~lm and his cousin Harriet arexflO "appe tites of llfe" but only 
() 

the newspaper. 1I1S aunt Helen lS of no more importance than either 

foqtman or undert~ker. Involvement w1th the woman's laughter in "Hysteria" . , 

is samething distasteful ta the narrator, and someth1ng from Nhich he 'f 

would withdraw.' The cha~tters in 
" " 

of 1eft-over ha1f-eaten fOOd~ 
(' 

'~etachment is ct second ~:~;;b~t~f this nar'rator. The isolation 
e ~ f 

"Mr. Apo1 l'inax" give hiÎn the impression 

ri 

that was obvious from the beginn1ng stands firmly in the 1915 poems even , 
, 

though the sympathy fal1s. Therefore the detachment of the narrator has 

become total. "t~r. Apollinax," as l have indicated, reveals a definite 

repulsion for most pf the characters. -Though.there is an attraction to 
1 

one character, it 15 nevertheless 5ignifical'\.t that the pronoun "we" never 
f ... ~,. • 

occurs. There is Qever the 51ightest hint of identification, real, 
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" 

, 
A',\ 
. ~ 

contemplated, or lmaglned. Instead of identification we are offered a 

senes of reveallng verbs followinq the first person slngular: "1 

thought," "I looked," "1 heard.>," and ''l'remember." These are the 

activltles of a dl~tanced anatytic observer. This total detachment is 
/. 

new in Eliot's poetry, where hitherto sympat~y had been a moderating ~ 

factor. Earlier narrators may l'lave wished such detachment ln order to 
fi' 

ease the pain produced by the'ir vision of horror. 
() 

it. 

They never achleved 

78 
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A plcture of the narrator is slowly"o-evolving. He ïs isolated. 

He seems co~d1y"aloof, thal(Y detached, with more than a touch of 

fastidiousness in his nature. What solution ta fraqmentation and isola-

tion is Eliot contemplating? The big clue comis when we turn OUr minds 

to the one character the narrator se~ms to admirè. At the same time as 
, 

we examine him, l would llke ta reconsider the barriers tel communication 

we studied in the opening section of Cvapter III. 
, /' 

Thqse barrie~ are again present. Society is just as disruptive 

as in the ffrst poems. The footman and maid in "Aunt Helen" revert when 
" 

the old woman is no l~nge/prOjecting ,at"them what they shauld be. I~~~ 

masks of "dowager Mrs. Phlaccus and Professor and Mrs. Cheetah" a~ 
1 • 

res~med when the unpredictable has lefL,.them. But one thing, one barrier,' 
,," , 

ha"s chanqed: self-image. Self-image still e"xists, of course. But 
C, - " 

Prufrock had an inferiority complex. Mr. Apolltnax is the opposite. 

Therefore the narrator's attitude, possibly the author's too, has changed 
~ , 

·from sympa,thy to reSpect. 
) 

What is it that is respected? Mr. Apollinax is Just as isolated, 

\ 

'. 

/' 

, 
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~ 

but h1S super10rity feellngs have freed him from concern about such matters. 

Clent unto himself. Dream~ or memories l 50 necessary for Prufrock, 

He is suffi- ~_ r..JP"· \ He can llve ln the face of isolatlon and even enjoy it. 

a"re totaHy unnecessary. T~ narrator sees him ~ Hercules and a series 
," 

of lmages aboui Greek gods. 

A self-imaqe of s.upedonty is not a solution ta lsoldtion. 

rt in no way avercames isolat\on. It 1S a method of livinq with the 

problem. Supenority tends to cut a man off from mere martals. Tt could 

even destroy sympathy ahd lead to the total detachment we see in the 

narrator of these poems. It would ~ive a self-confidence, though, that 

would enable a' man ta llve above fraÇlmentatlOn a'ld pay no heed ta isola- • 

tion or crumbliAg values. 
, 

This seems to be what the narrator sees ln 
- ' < 

Mr. ~~ollinax, but is it the llfe-style he wlshes ta emulate? 

P. sense of superiority ma:; explain those parts of the narratar's 

character that we have SQ far seen. There are other aspects in his 

outlook, and two of these do not flt the pattern. , 

-
Fear 15 hardly çompat1ble w1th superlority. "Hysteria" actually 

,.~ 
takes \JS a step beyond the total det.achment already mentioned. There ,ij 

i s " fea r of a tt~ c hme~t, of be i n9 "d~a w~ " n," Sa the n. rra tor wit hd raw; \ 

from. the situation bylmeans of "conJentration ll and "careful subt,~ 
Fear,of life may be present in "The Boston EveniniTranscriPt ll also. 

When evenlng "quickens" in the \treet. waking life "in som"è," ~he narr­

ator turns ~is back on the street and leaves the scene. A similar cause 
'l 

may'be.bebi'nd Mi.ss Nancy's 50 different and 50 frenzied activities. More 
i 

than the hills may be "barren." 



) 

In the second p l a~e, there i s the Hony. It ha s become a 
( 

very potent weapon for the narrator. Bathetic deflation was mentionèd 
, 

in the "Conversation Galante" sectlon of Chapt€r II concerninq Eliot's 

treatmeni of th~ moon. The technique reappears in "The Boston Eveninq 

Transcnpt" where its readers-are likened to npe corn. Ironyand 

,lronlc detacnment have become the dominant ~ethod and mood of the Ellot 
1 

poetry. -In "Aunt Helen," the aunt dles and thè parrot dies! "too." In 

that one word the event,s become ironical~Uivalent and the aunt 

irrevocably removéd from the concern 'Of the nephew. Similarly ln 

80 

"Cousin Nancy," neither Miss Nancy nor the aunts are given human nature. 
~ 

Even the laws of behayiour. are deflated ,when their "guardians" are Dut 

on a fnst name basis, and when called "unalterable" and an "army " 
-' / ~ 

though powerless in both ol~er and/younger generations. 

not only effective. It is bittet.' 7 
The i rony i s , '\ 

,. 
A person wlth f1r. Apollinax's superiority complex would use 
~ ( 

ïrony perhaps. 
"'-He would, however, have no need of the bUter irony 

<, 

the narrator espouses. Bitter irony bespeak1 a man filled with anxiety. 

It is a defenslve measure. This, togethe~th the fear of life also 

pre~nt in ~~e narrator, woul? indlcate that Eliot is not sat;sfled 

wi,th a gospèl of supenonty. N()!t for himself at least. He may admire 

Pound and Bertrand Russell, men of an Apollinax nature, but he is not 

one of them. He must operate within the limits of Mis own not so 

certain personality. 

- . 'In "The Death of St. Narcissus," Eliot is ~xamining and, it 
o • 

would appear at.~f;rst, rejecting yet a third hypothesis. a is an 
• 

" 

1 
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alternative much more in keeping with E1t6t,'s own persona1i'ty than the 

superiority shown by Apollinax. A St Narcissus, ahd Eliot throuqh him, 

1S exp10rinq the posslbllitles of ascetici?m. 

The poem is 'es-'el1ally strange when we see it in its 1915 

context alongside his oth r works ' I~hereas a11 the other poems of the 

~eriod, 

fra gmenta ii on 

well ,~e it c1ear that isolat'ian and 

this poem keeps its attitude towards 
".; 

fragmentation we1l hidden nd treats lsolation as~an answer rather than 
\ 

a problem. 

Fraqmentation is e~ident 1~ the sawe bodlly dismemberment 

remarked upon in "Preludes," It'Mornina at the Windovl," and "H.jSteria": 

If he walked in city. streets 

81 

He seemed ta tread qn fices, èonvulslve thlghs /~ 
and knees. 

, 
8ut are the fourth, fifth, and sixth stanzas eyidence fot fragmentation 

, 
or ltS Opposlte? It is ~ quest10n of lnterpretation, and the evidence 

either way is slim. St, Narcissus is described by these three stanzas 

~s being in a state of mental identity wlth a tree, a fish, and a young 
'11 

girl. His centre of co~sci6usness 1S the combined a~a~enesses of the 

view~r and the vie"'Jed. For a,xample.' he knows at once by immediate 

experience-what ~he fr~feels as well a~ what the fish feels like. 

The tangled roots and intertwined branches of the trees are therefore-

symptomatic of his experience. He is one with th:z,thil1gS he touches. 

At first glance this will appear ta be sorne sort 'of ecstatic unit y of ~ 
\ 

man and his world~ and ,a far cry from fragmentation. 

-If we look more carefully into the experience, we cou~d ask 

.. 

" r 

l' 

, 
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what happens ta the flnite centre that under90es this experience of 

unity. As the barriers fall and oneness cornes, it may feel itself 

becaming lnfinite; or it may feel 10ss of ·identity. 'One, side of the 
, 

cain 15 bound1essness. 
c:., 

ç 

The other is not~ingness. One side lS peace, 

82 

and the other ultlmate anxiety. Which does St. Narcissus feel? Evidence 

must be found in hlS reactlon to the happeninas, and that can be found 

in the one line immediately fo11owinq the three stanzas in ~uestion . 

• "50 he became a dancer ta God." 

, \ 
The line echoes' two previ.ous lines. The co-ordinatin'g con-

1 

junctlon, "sa, (1 reminds' us of Hs other occurrence in the- poem: "50 

he came out 'Under the rock." Because of the revulsion his city 1ife 
~ 6 

engendered (ln st~nza three), he flees out under the rock. The rest 
, ( 

of the line echoes--
Q 

He could not live men's way~, but became a dancer 
before Gad. ô ~ 

. 
Because of sensual self-love (in stanza two), he fo~nd human ways 

unacceptable and retrèated ta G6d. 
(, 

" " Bath the earl ie~ 1 ines that are ech~~ by the '1 ine in 'questio.n 

'clearly indicate retreat ratper than acceptance. It would ~ep.m safe 

ta say the llne in questi~n, the ftrst line of the last stanza, is 

again a retreat, and that the experlence~ describ~d in stanzas four, 

. five, and s;x"are"regarded as events from which ta retreat. They are 

not seen as visions of uni~y, but as the dissolution of persona~dentity: 

a further, deeper, more frightening fragmentation~ 

(solation is an equally d1fficult topic in "St~ Ndrcissus." 
"4 .. 

Instead of a problem, it seems here to be grasped as a solution to the 
/ 

• .. ' 

. . 
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, 

personal fragmentation describ~d above. If intercourse with fellow 

humans i5 repulsive, retreat under the rock. If ,your wor'~ is split 
.... 

in shards and yo~r very personality shafters and splinters, escape to 

"God,'~ or to'the dance in Me hot de sert sands, till death comes and 

"5atisfles." 

Isolation ln th;s poem ;5 not sole~y an answer to frâ;·;:n··~-;. 
tion. It serves a double purpose. 

. , 
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poem comppred wlth the other roems so far studied, lS ;ts animal sensual~ 

, 

ness. The other poems nad al1 stressed the sense of sight with occasional . / 

awarenesses of sound and smell. Th~se are senses at a distance. The 

touch of skin on skin had been virtually nonexlstent. St. Narcissus, 

though, ;s 1 
i 

... aware of his limbs smoothly passing each other 
l' And of hi s arms cr0'5sed over hi s brea'st. 

Convulsive thighs and kn~es catch his ~ttention. 'The~ there is the 
9 

... slippe~y white bell~ held tight in his own 
fi ngers , '\ 

Writhing in his own clutch, 
J 

callght in his "pink tips," "the pointed tips of his own fin'gers." . This 

sensual aw~reness is at once fascinating and repulsive for him: he i~ 

"stifled ,and sootheq" by it.· In the end, though: it is tftè "horrbr of 
• t 1 \l, , iJIl" 

his own smoothness" that domimItes. Isolation become~s an j?scape from 

these feelings as well as from fragmentatlon. \ .. ,. 

Retreat from fragmen~ation and sensual awareness is an answer . . 
that has only a tenuOU5 connection with reality. The truth of the 

wof'ld, as St.· Narcissus sees it, is admittedly fraamentation and sen­

suality. 'A retre,at into isolation merely igno'res the situation. It 
\ 

{ 

.. 

," , , 
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attention to only those elements capable of easy rec one i 1 i a t ion. 

really' a compromlse that 19nores facts, one that can sa ti sfy 

if 'truth ceases to matter. 
-\ .. 

:, 

Eliot has always been lntensely con'cerned wïth honesty. Such 
" ~ 

a compartmentallZatlOn of the mlnd .as th1S pOE>Ill.requlres, w1th one part~ 

adm1tt1ng the facts of fraqmentat10n and'sensual1ty while the other ,art ,. 

\ ignores them, could not satisfy him lor1'g. If there is to be an answer, 

lt must be an bonest one, not one baselon self-deceptTun . 

.-
We see that sort of dissatisfaction a,s the poem çloses. To , 

o 

the poet, this cuHi,vption of desert isolation, even one completed"by 

sensuous and burning Blakean a.rrows, 15 unsatisfaetory;. For the poem , . 
-v 

ends on a sour note.' Thouoh, ln the l'Jord IIqreen,11 there lS ,thrP'h1nt 
III . 

that death will lead:to a new season, the poe.m.st\~ leaves him. ..... 

. .. dry and stâined 
w1th the shadow in his mouth. 

l sa i d ea rl1 er in th1 s chapter,.4:hat 'there were t(). be three 

sections and therefore three 

the~19l5 poetry. The first, 

. , 
• hypotheses to be examined in relation to' 

o 

patriotism, does not seem to be something ~ 
Ji 

~ , 
Eliot was as yet senously ~onsiderlng. The secon~' superiority, ElfO,t 

4 

~ seems to have examined an'd rejectea. But thé third hypothesis reaïly . 1 

seéms to have been Eliot's posltion durlng this period. And t~at third - . " theory is the flight into isolation that we have seen in "St. Narc1ssus." 

.. 
Yeto! have also said that Eliot, being the' kind of persoh he 

was, could not test content with a position that at once affirmed and ..... ~ 
denied fragmentation or any.other pro~lem. And the is~lat;on position 

.. 
, , 

.. 
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i f· 
of "St. Narclssus" does Just that.~ It afflrms th,e problem, but 

~ ! aertle~ 
! 1 

it by iqnorlng lt So the poem ends, as l have s,Çl.id, ln a lack 01. / 
confldence ln the solution. 

.. 
/ 

It would seem that the two statements l have made:arelc~ntra-. 

dlctory. Elther he does· or doJs not accept thé' posit.ion. 
~ J / \ 

l' J t , 

There lS eVldence',. as we have se-en, that he ~den1es 1h~1 ~alidity 

1 of the isolation answer. the last. two llnes of '·St. -Narcissus" show 

his dlscontent \vlth the solution. Th~ 'superiori,ty of ~r. A~tllirlaX ' 

had beel\..a s;mllar method of ionorinC! "fraqmentation. Both soule be 
- , 1 

e,qua lly rI' Jee t~d. Si nee E11 ~t rejee ts the one, it shoul ~ff/) QW tha t 

h:e rejecfs isolatlon in this other form as an ~n;;wer. f" 
l' 1 

. , 
., 

Nevertheless, though the~e\ is a consci.Ous reje~ti0t' the~e ,is 

1 JI an unconschus acceptance. He lis retreatlna lnto ... a .shell tlat at once\ ~ 

'l affirms and ignores fraal11enta·tlOn. His fear of 1 ife and ~i bitter( /:/.---"' 
,\' , 1 

.;" irony show that: '.8oÙ .... are escapes. 111e narrator has kept tmself" 1 . 
f( _ , 

aloof from the l1ve,s of hiâ characters'and from their problems. It 
~, t' 

, . l' \ 
can be asked of one wholemains carefully'neu.tral whether'hl,s' Tack of 

;. ~ " 
visible reactiôn is a sian of unconcern or suppressed emotion: \Since 

in the poems the characters' problems are ~he narrator's problems, 
.. ' • 1\ 

unconcern is highly u~likeTy. The author who f.elt dJeply aboutCthe . ' 
c 

peoP.1e r~d problems he presented in ~e early poems stil~l feels deeply, ( 

but ,he has taken ta masking his emotions rn an air of unconcern. 
• > 
.' 

To foo1 others tWith a mask is one thing, but does he fool 
"PI 

hirn-s8IJf? ."St. Narc';ssus" is the key to this 1915 period. for"',it shows 

two things' about the 'B~ston paems and "Mr. Apoll inax. II. lt makes c1ear 

dt 

1 

' \ 
\ 
\ 

" 

('" 

• 
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, " . 
how the Eliot of 1915 was in fact hidipg in isolation, and how he had 

in part hidden th1s fact frol1J hi,mself. His desire for isolatf'on 1s 

what produced his bitterly ironie mask. His wish to sepafate hi~self, 
. . 

even white denying it, is ~at made him admire Mr. ApoliJ~x. Only 
. ~ , . \' 

ti6 

through t"St. Nareissus," therefor.e, do' we really seei the t'Mr. Apollinax" 

poem and the others for what they really are~ 

Fr this passionless ivory towèr it is easy to discus..s EliotJ·s 

r at-SJn wit,h isolation. But "the ~eal ~uestion is whether àr 

it. If he did, we eould expect al radic'al 

change i his poetry. 

o 
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Ç,HAPTER V 

THE FRENCH BEGINNIN~ 

"Mélange" a.na "lune de Miel Il (1916) , 

, 1 IIRanorama" is a word used by literary critics to describe , 7 , 

~er~a in ~~!el s. 1t mear:lS tha t the' cha racters,,- in the novel as well 

s the places in which the chAracters involve themsel ves are nO,t __ 

estricted to a narrow locale nor to a coterie or ~ven a distinct 

lass of society. The people come from all walks of life, and 

he action carries- the re~der into a "mélange" of conditions and 

"Panorama" is not a word ,that could be app1ied to the poemS 
/ 

e have'so far studied. / 

/ 
It does very much app-ly to the DO,ems we wi 11 study in 

, 

his chap~er. In fact, the word even app\ies to the creative nrocess; 
,! 

or, though the poems are in French, they were written in England 
1 \ \ 

nd first published in America. The two poems we will be examining 
, 

jn the following section ~re each set in a single place. Their panorama 

will be their cross·section of society. "Mélange Adu1t~re de Tout" 

• and IIlu'ne de Mi el, Il the tvlO poems of thi s section, l imit the types of 
• 

people mentioned but vary the scene in aJ kaleidoscopic manner. 

"Lune de Miel" touches Holland, crosses France, visits the 

~ Alps and Switzerland, then' Ravenna, Padua" and Milan in Italy. "Mélange" 

begins in America, touches London and'Yorkshire before movi'nq on to Patis 

1 

\ ' 

. . 
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and the Genm?~ A~ps, mentions Damascus, Africa, and finally predicts 

some sort of grave marker or commemorative monument in Mozambique. 

"The Death of St. Narcissus" explored isolation as a means 

of comba t ing fragmentation. These two French poems are not quite the 

-~hey investiqate fragmentation--disruption of place, in this 

case--but n~~~ns of comba tinq isolation. Still, 1916 

• marks a radical enough change from the 1915 poems to cause many 

critics to speculate about Eliot's dissatisfaction with his work of 

the year before. 

Some ideas are carried over. The poems studied in the last 

chapter explored some possibilities of the isolation theme. The French 

poems dea1 with isolation too. They seem to accept it as a fact of 

existence thGt cannot be altered. It is not somethinÇl to be sought 
, 

as a balm for fragni'entation, nor )s it to be avoided. It is s;mply 

there. It--and .'in sorne instances t~ 1ack of it--must be acceoted. It 

15 interestinq to note that as ear1y as 1916 there is the implication 

.... that Eliot is holdinq such a final position. 

No indisputable evidence of this can be furnished, but the 

following are worth noting .. It would seem from the description of the 

rootless trek from place'to place in "Mélange" and from its narratorls 

similarities of character with the narrators of earl ier Doems that the 

protagonist is Eliot himself. Whether or not this is SOt he is 

~'< certainly isolàted fram an others. He is here a professor, there a 

journalis,t, and' somewhere èlse a banker. Suchjoccupations might seem -- , 
to imply contact w;th'others, but suth social intercourse éould be and·-

/ 
1 

.. 



, /' 

f 
« 

, , 
• 

j 
judging from his attitudes--is 

by Martln Buber. His ideas of 

in the final two l ines when he 

will point out his cenotaph. 

indeed the "I-~" relation described 

the ultimate ~lation ;5 qiven to us 

looks fer~rd to a time when oeople 

The same ceuld be said of "Lune de ~1iel. Il Thouoh the 
, ) 

honeymooning couple relate ta each other physlcally, there is no 

meaningful int-errelation with each other, with the'narrator, ner 

with the monuments they barely notice. The narrator goes se far as 

ta impry that the only real relationshio in the poem is between the 

groom and his money. Even the bedbugs receive barely an off-hand 

scratch. 

Instead of using the haneymoon "for your closer contact," 
f " 

the couple have soent their time runnina hither and yon across four' 

or more countries of Europe. The Pge\ shows us in qraphic d~ta;l 
1 

how the trip has been squandered. The Lasf' Supper is juxtaposed 

with hotel prices and ~ratuities as if one matter,ed no more than 

the ethers. In fact it seems to have been the hotel rather than the 

painting that decided their itinerary .. Thwstay witllin two miles 
, 

gq 
, 

.' 

of St. Apollinaire during one leg of the;r trip but pay no more'attentiQn· 

to tha t liane i ent deconsecra ted works" than ta any other long abandoned ,. 

factory. For all \'~e know, they did not see it. Instea,d we have a ni-ght 

'" in bed and a cheap, malodorous hotel described to us. Failures in 

humi,in relations, and failure,s as simole sightseers, they have IIconnected '" 
... . 

nothing wi th nothing:' The product is a9ain nothingness: in the fi na 1 

three lin-es thelt'narrator holds up a standard of excellence against which 
, , 

glory the couple's lives !all hopelessly short. The verbal economy of 

.-............ ------------------~~---• 2_, _ , 

\ 
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these lines çompared with the rest of the poem multiplies the effect, 

and the reader is left wlth a reinforced dislike for any solution to 

isolation, curative or palliative, that sends us running in aimless--

and visionless--circles. Multiplication of fragmentation is not division 

of isolation . 

. "~1élange" says the same thing ln a more cove\ manner. 

Here the protagonist-narrator wears a happy-~o-lucky, co~ldnlt-care-

less mask that almost convinces us of hlS "Emporheben." It seems a 

carefree life: "tra-la-la" in a "qiraffe skin." Even the endinq~ unlike 

50 ma~ of Eliotls poems, closes with romantic ootimism; for in death 

his memory will be qlamorous. 

That all this is a mask rather then reality ;s revealed in 
! 

the titl e: "Mélanqe Adultère ~ Tout. Il It is from a. Corbière poem~ 

but that information is unnecessary. All we need is tfte wording. , The 

manls life is not merely a "meÎdnge," but a "mélange adultère." In . 
Fre~ch as wel1 as in 'Engl ish the' two quite different woras, "adulter~us" 

a..nd ~dulterated," have the same root, and the meanin~s câ.1t b€ made to 

slip and slide into each other. If bis life is an "adulterous mixture," 

it is also an adulteration of everythinq with everything, or everywhere 

with everywhere, until nothing pure ls lert. Movement for movementls 

s~ke is as empty as single-minded aesthetics. 

1 have looked' at these two Doems more from the point of View 

of isolationa than of fragmentation. • 
• 

Thi s has been in order to q,ive more 
, 1 

weight to my argument that isolation is by 1916 an accepted fact~ .• Admittedly, , 

the evidence is far from univocal. 1 Wh&t ;s more ~vident is thtt fragmentation 
< • 

forms a large part of this poem.· ihere is also a ,fait.ly strong suspicion 
, , 

that fragmenta.tion is. being embraced inth~hope that, like a firm grasp on 



-
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\ 

netil es, the pain will go away. 

One further post scri pt shoul d be added. The previous 

, cha pter discu'ssed the Boston poems and 1I~1orning at the Window ll with 

lits Oxford setting. Thete were indications there that Eliot was, 
. ! 

consciouslyor unconsciously, weighing and measuri~q his American 

homeland against his new country of residence, possibly in H1~hoFie.. 

,<' of finding a solution to his prqblems of isolation and fragme~tation. 
~ 

In that chapter, 1 said that Eliot was not considerinq allegiance to 

England as a solution to his oersonal problems, that he was in fact 

not considering such '6 move for any reasons. The reasons 1 aave were 

biographical a-nd intrinsic to the works themselves. The two French 

poems under discussion here could be reqarded as sUPPGrting evidence 

for my'vi~w.- They roam over four continents and soecifically mention 

six European countries. There is no evidence that the honeymoon 
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~ couple have a home to which to return, and the sometime professor, 

~?metime playboy of "Mélange" manage; to expreSs hiS 'r~otl essness in the 
, 

lÎnes, J . 
=--,~ 1 erre toujours de-ci de-l à ... 

De Damas jusqu'à Omaha. 

The verb has overtone~ of mora}as well as physical nomadism. 

,/ 

Since these two poems express no interest in a home from , 
f 

which to set Oyt and 'to 'which to return occasionally or finally, it is 

doubtful that a few months before Eliot could have been consideting 

adopting England. It is more likely th~t the Boston poems express the 

divestmc,,* of American claims rather than the adoption of an6ther 

1 oyal ty. 
" , 

" 

,~ 
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ilLe Directeur" and "Dans le'~estaurant" (1916-17) 

ilLe Directeur" was written at about 'the ~ame time as the 

poems of the preceding sect{~n, and "Dans le Restaurant" only a 

few months later. Neverthèl ess they are dis tinqui shab le from the 
, -
1 

other pair in two distinct ways. In the fidt place, the two poems 

just studied have no fiJ<ed locations. The two t'le are about to 

study are firmly situated. "Le Directeur" places us in the vicinity 

of a London newspaner buildlnq on the bank of the Thames. "'Dans 

t le Restaurant" carrles us to a restaurant in France. The second 
1 , 

distinction is equally glaring and equally important. 1I~1élange" 

and "Lune de Miel" deplcted no interoersonal relations, no reaction 
, 

of character ~o character. no drama in short. The two Doems of this 

section have drama. 

There is one further matter of lmportance. In earlier 

poems, frbm 19n9 on, various conditions of people have been depicted., 

t.hough the major; ty were defin i tel y fram the mi ddl e to hi gher cl asses. 

That.~as certain1y true of the central characters. Moreover, those 

92 

players were, without exception, P9ss~ssed of a well-developed artistic • 
~ 

sens itivity. There were sorne 10\'1er characters in sUDporting rol es; 

but their action, again without fail, related only to the orotagonist-
1 'l 

narrator himself and never to the other characteys. The protagonist 

observed the s)um child in "Rhapsody on a Windy Night," the nassinQ 

people in "Morning at the Window," and,the women gathering fuel in 
' ..... 

"p-reludes." The prostitute in "Rhapsody on a Windy Night" is ment;oned 

on1y after she hesitates towards the nar~ator, but after that their 

relation ;5 no more than her description. With the hal f-hearted 
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'~xcept1'on of the Boston poems, Vlhere housemaids are allowed to 

sit on footmen's knees and where ~,1iss Nancy romns around, A;.he 

\ bit players act as fixtures. There has certainly been no inter­

actio~ between classes in those poems. The same cO,uld be said 

of "Lune de niel" and "Mélanqe Adultère de Tout." 

"Le Directeur" 15 the first break in th1S pattern. 

It i s 'not an obV/i ous one ti 11 seen in the li ght of "Dans le 

RestauranL" The first thirteen l ines give sardonic comme'nts 

on the editor and shareholders of a conservative newspaper. , 

Despite the "arm-in-arm" of line eleven, there are no inter-

rel a tions, and no one from the lower cl asses aopear.s. When the 

ragamuffin is introduced in lines fourteen to seventeen, it is 

description 0\11y. Such descriotion can be found in Eliot works 

as far back as 1910-11. Then in line eighteen sile looks at the 

editor from her gutter. This;s hardly act-1'on on her part, and 

is no real advance over the woman in "Rhapsody on a Windy Night" 

who hesitates towards the narrator. It :i5 not until thé last 1ine 

" that something' new is given: Elle"crève d'amour.'" She says 

nothing, mak-es no approach, but merely "bûrsts with love." The 

line is as sardonic as any in the poem, for the verb "crèver" i5 

more cormtonly followed by the 'phrases "\l-flth lauqhter ll or "wi th 

jealously." "With love" cornes as a surprise to tHe reader and will 

leavé him questioninq the quality of tha~ love More important 

is the fact that nev~r before has El;~t ,attributed feelings to \ lOVier 
C' 

class cha.ract~r , a ncVr n ever oefo re has a lower class character h~d 
Il 

., 
1) 1 

1\ 
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her feelings in relation to an upper class fiQure. This is the 

first instance of c1ass barrier-s cracking. It is a small but 

important beginning. 

The two different classes also meet in "Dans le Restaurant." 
" 

The broken-down waiter hovers over the customer's shoulder and inflicts 

thoughts upon him. The eus tomer shows resentment and Sees the 

waiter a~ an "old lecher," a talkative slobber-mouth in a soup-

vest. 

Why this resentment? There are three reasons. In the 

first place, the cust~mer has found his social isolation inter­

fered with. It is the same resentment the edi.tor wou1d have 

shown if he had been approached by the chi 1 d of the gutter. 

The se.cordreason is aesthetic. The situation echoes 

that of Dante in the Vita Nuova, but there are--

in the obscene boastful reminiscences of the 
old wa1ter of his first sexual awareness at 
seven years old, reminiscences which deforrn 
the vision of loveliness into somethinq 
salacious and uqly. l 

Worst of all is the third reason; "De quel droit payes-tu 

des expériences comme mo;?11 The waiter is echoing the customer'g 

own experience, something he had till now considered pretious and 

unique. By havinq the same experience, they are brought together 

into one category, oneG~ass. The customer feels not mere 10ss of 

isolation but actual der1,ement. 

The aesthetic complaint has a"seriousness that depends on 

one's estimate of the importance beauty has. The matter is not stresSed 

in this poem. The first reason for resentment, that an unsolicited 

approach, such as the wa1ter makes, interferes with one's riqhtfu1 
• /" 1 

, 1 
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iS1)lation~\_iS,qUite imPQrta~t to one who considers his solitariness 

precious. The customer does, and thus the rancid thouQhts and 

comments. -But when the situation ';s viewed objective1y, no 

permanent and ultimate damage is done. In the end, the wa}ter 

wi 11 cea·se hi s encroachment or el se the ctlstomer can \eave. Iso-

lation, limited in such a way~ can be re5t~red. \ 

lt is the third item that does permanent damage. The 

customer has. found himself in a situation where isolation is not 

'so much encroached upon as shattered. The waiter and customer 

have had the same childhood experience, have nursed the same 

unique memory; and, though their present appearances and situations 

seem 50 different, they cannot be classed apart. 

When we review ilLe Directeur" in the l iqht of "Dans le 

Restaurant," it becomes obvious that the two poems are influenced 

by one and the same lesson: social position does not matt€r; we 

are a 11 the same. El iot, in the next few years, was to borrow 

a line from Baudelaire's Fleur de Mal: "VOU! hypocrite lecteur!--

'" IOOn semblable,--mon frère! 11 While Eliùt's two French poems do 

nct address the reader directly, the implication is there. 

T • 

In conclusion, then, the confrontation of wajter and cus-

tomer is really the confrontation of two aspects, of isolation. 

There is an isolation that can be encroached upon and rescued, lost 
\!. 

or won. The poem tells us little about it except t~t sorne people 

in some circumstances desire it. The Other 'isolation ts o~e that 
r 

ca~b!(·shatte-red. There may even be an obligation to desttoy if, 

-v 
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for it is based on misunderstandinq. Wtth such isola-ticn, the 

communion is represented as' more painful than its absence. The 
\ 

poems in no way deny isolation in all its aspects. They maintain 
. 

only that in sorne painful ways we are one with fellow-men, "our 

brothers. Isolation may be unavoidable in ~ome areas of life, 
. 

but in others it is impossible. 

The implications are far-reaching. The ironie ala6fness 

and total detachment we saw in the Boston poems cannot survive the 
1 

recpgnition that all men are brothers--unless, or course, the very 

fact is a cause of irony. If thete is te" be pit y for cine' s own 

" condition, there must be Dit y for others. If there is contempt 

for others '. there mus t be contempt for self. When the logie of the 

~ituation is seen these two pOssibilities take on a light very 

similar to a dramatic scene Eliot was to deso;be more than thirty 

years later. For of these two choices it may also be said that 

Both ways are necessary. It is also 
necessary 

To make a choice between them. 

In the light of the two choices, the sardonic tone of 

"Mélange Adul tère de Tout" i 5 ·now understandabl e. It i s El iot 

admitting he is no different from the honeymoon couple. All his 

cosmopolitan learning and his various positions come to naught. The 

emperor is without his clothes, lj~e ev~ryone else. 

At the close of the previou~ chapter, 1 speculated on 

the possibility of a radical change in Eliot's poetry after 1915. 

His discouragement with _t~e 1915 work augured som'ething. And 

inmediately after he turned away from hi s mother tongue •. 

. ' 
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Sorne cri tics have specu1ated on the reasons for Eliot 

turning to French. They wondered if he fe;~_t~ ~eed for. tot.lly 

n'ew beginning. Perhaps his springs ot insPi~atfon had b,een drying, 
1 

J , 

'anq he was .~o~ing VJ prime, thern with a diffetent language and jculture. 

1 

If t1;111t was the case, it waS .successfu1 in sorne ways but 
-) v' 1 

a failure in others. ~lith it came a fresh i~ea, for Eliot: the 
1 

.first thoughts of destroying social barriers~ Here also was the 

first attem'pt to see 'all men as onE!. On the other hand, th~ brief . 
;)r.;~ ,"'1. 

fofay into home1essness p,roved to have no abiding Y'oots. 
- tf, '0 

His French experiment was, soon abandoned. Critical1y' 
,1 

speaking .. that was 1Jnderstandabl e.' Except for a few l ines in' IILune 

de Miel" and' . .:,the final section"of "Da,ns le Restaurant," there was 

nothin'g memorab1e that cAme out of the experiment. Still, when he 
.,.1 

returned ta English in 1917, he brought Gautier's verse pattern with 

him. And more than the verse form would be new. He wo~ld use hlS . 
sardonic wit to explore the implications of being one with ~is 

brothers. Again there would be a new beginning. 

" 

, 
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CHAP;tER VI' .. , 

t. SACRAMENTAL ... BEGINNINGS' 

IIThe Hippopotamus" and",,·tlMr. E1iot ' s Sunday Morning Service" 

are the ear1y É1iot poems most often cal1ed religious. They seem te have 

come to t;irth in 1917 and the first ha1f of 1918, the closing months V 
the Great War. They m!rk Eliot's return to English for another attempt 

, at Oi S own 1 anguage, but they carry the verse scheme of t't,. Frenchman, 

Gautier (but a1so the E1izabethans), into his prosody. In severa1 ways, 

in verse structure, in the use of English as the vehicle, and in the use 
/' 

ofVreligious concepts as well, they mark another beginning for Eliot. 
~ , 

The task of this chapter will be to investigate the Christian 
. 

allusions. They actually began to appear quite early in Eliot's work but 

reached a peak in thé two 1917-18 poems we will be discussing. What do the 

allusions imply? For the most part, critics have taken one of three 

approaches, but in each case the approach 1~ b~sed on an incorrect use of 
1 . 

evidence. In a11 three of these il l'egitimate approaches, the cri ~ic remarks 
1 

o.n Eliot's 1928 declaration otAf'aith and then, ;gnoring chronological 
l 

differences, uses that later evidence sideby sida with the earlier pbetry . 
.0 (). ~1-:~,~~~ 

Some,critics feel that by this proced~re they can show'Eliot's acceptance 

of AnglQ-catholicism to be an inevitable thiD9 in much the same way as an .. , , 

acorn must end up an oak. Others. feê~ they can show th~ 1928 declaration 
" 

to b~ a matter of coming out in the open, that he always was Christian' 

even in, the earliest work. Still others use the evidence in the opp6site 

manner to prove that the later poetry is. no more Christian than the earlier • 

• 
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Poem by poem studies of the Christian allusions, taken in the light of 

'their own contexts and not in the light of Eliot's 1928 statement, have 

been rare indeed. Such a chrono10gica1 study will show that Eliot's so-

called religious beginnings were very tiny steps indeed into the sacramental. 

r 

~ar1ier Allusions, (1911-15) .. 

Before examining the poems of the 1917-18 per~od sorne time will 
" be spenf on earlier allusions. They are particularly numerous in the 1911 

ppem, "The Love Song of J. Alfred Prufrock." Some lines are faint echoes 

only. They may or may not -have been intended to produce religious over-

tones. Ah examp1e wou1d be the repeatea use of "there will be time" in 

stanza four,--perhaos faint reminders of Ecclesiastes 3:1-8. Then there is 
, 

the passage where Prufrock pictures himself as "ful of hy sentence." This 

alludes to the General Prologue of The Canterbury Tales and relates to the 
1 

clerk of Oxford. "Clerk" there carries the old sense of "c1eric," and if .... 

it were not for tHe.~olonius deflation Prufroc~ might be seeing himself in 

so~e priestly role. 

There are two passages in "The Love Song of J. Alfred Prufrock" 

where Chri st i,an echoes are di st; nct to ,any ear: 

, 

anti--

But though 1 have wept and fa~ted, wept 

V OU9h 1 have seen my head ... broughf'\t~ 
l am no prophet; 

\ 

and prayed, 
upon a platter, 

... 1 am Lazarus, come from the dead, r 1 

Come back to tell you all ,'1 shall tell you ail. 

The first 1ine of the first quotation is distinctly religious but diff)cult r " 
ta pin down. It may echa II Samuel 1:12 or 12:15-23, but it does bring up 

'l' 

thought of Jesus" in the wilde~ness and in Gethseml.ne. The following two ., 

" n-lines refer ta John the Baptist, who was imprisoned and beheaded at the 

instlgati~n of a wc'man. The Lazarus passage Eliot has carefully worded sa 

. 
" 
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as ta echo both the John 11 :1-53 episode and the Luke 16:19-31 passage. 

There may alsb be an allusion to John 14:2n, where the Holy Spirit is 

promised to,.Hteach you a11 things." 

When we study these several passages in the;r contexts (poetic 

and social) without the benefit of aftersight, we will see that, while the 

form may be Chri~tian, the substance is mere social convention. Takr, as 

an example, the ~aptist reference. It is a fitting a11usion in the 

dramatic context. Prufrock is faced with a lady who may treat him, 

f;guratively~ in the way John was treated. As for social context, the 

story of John the Baptist is the 50r~ of knowledge a poet could expect 

his readers to know. Eliot could have made reference ta a lion's den 
",,~ 

and been equally understood. That he did not do so is a compliment to . 
his poetic sense; for Daniel came through his ordeal successfully, and 

Prufrock is not the sort of character to contemplate success. 

The point is that such social knowledge implies no more belief 

than the various allusions to Hesiod's ~~!ks an~JjJ_~ or Shakespeare's 

Hamle! in other parts of the poem. Grandeur and nostalgia are equally in-

voked by Christian and classical references, but the Christian allusions 

still held a currency in Georgian England that the Greek on es did not 

quite have. And, of course, there ;s the bathos created by juxtaposing 

Prufrock with Lazarus, David, or John the Baptist. No artist could overlook 

that. But as far as belief goes, how little these references mean can be 

seen in the ease with which prayer, fasting, and John the Baptist are 

juxtaposed with the eternal Footman's snicker. For Eliot in 1911, religion . \ 

was no more than a useful fool for making poetic points. 

"The Death of St. Narcissus" was probab1y written in 1915. If l 

... 

were to ~ubject it to the sahle careful scrutiny as l have jusl given "Prufrock, Il 

t 
;, 
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11ttle dependab1e information would be gathered. Eliot may or may not 

~still be using religion as a tool. The Narcissus of Greek myth is 
" thorough1y conf~sed with the lives of a couple of Christian saints of the 

same name, and the result is a rather comp1ex mood combined with a few 
... 

thoughts on asceticism. How much sacramentalism there is is unc1ear. What 

the poem may be offering is not belief but rather an assumed belief not 

un1ike the use of Greek myth in sorne of H. D. 's poetry. That is to say, 

the belief may be one thnt lS ~norten or horrowéa for the sake of the 
". 

poetry rather than somethinq in which faith (or e~en genuine .questioning) 

is p1aced: it may be poetic fiction. 

What may also be new to Eliot in "The Death of St. Narcissus," 
.... 

and again this resembles H. p. IS poetry, is the occasiona1 note of 10ngin9. 

It is as if Eliot were wishinq the be1ief were true. But too much weight 

should not be p1aced qn that note. If it is there at a11 it never comés 

ful1y to the surface. Indeed without the light thrown by later poetry the 

wish and the be1ief both might have gone undetected. If the poe~ is taken 
/ 

in its chrorlblogical context it would have to be admitted that such a faint 

and indefinite note could very we11 be explained by any number of secular 

syntheses. 

"Dans le Restaurant" {l917 ~_JJlli 

There is one other poem of the Great War periOd that shoV1d be 

discussed before going on to the two "re1igious" poems. It is "Dans le 

,Restaurant," the' 1ast poem of his French period, and it dates from ear1y 

1918 or possib1y 1ate 1917. It resemb1es "The Death of St. Narcissus" in 

the-note of 10nging it carries and in the indefiniteness of its re1igious 

content. Unl i ke thè ear1 i er work, "Dans le Restaurant Il i s assumed by 

scho1ars to have definite· sacramental implications. Here is part of what 1-

Leonard Unger has ta say: 



... 

1 

<j 

Ta observe that the passage on drowninq follows 
a reference to the waiter's need ôf a bath seems 
to ~e to be more than simply amusing. Here, as 
elsewhere in Eliot's poetry, water is symbolic 
of spiritual rebirth .... The shift illustrates 
again the "commonness" of the experience, bring­
ing the lives of the two modern men and the 
ancient Phoenician within a single category. 
The Phoenician's death is cryptically, ironically, 
meant as a'·Jrebi r~. The undersea current' (symbo l 
of a spi ritua 1 force) carri es him "aux étapes de 
sa vie ant~riellre," oresumably ta an ecstatic 
moment ;n childhûod and its final cause. The 
return by stages suggests a progress accordi~g 
to purification or purQation. 2 . , 
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Unger's interpretation of the poem is based on a 1929 Eliot essay 
3 

on Dante where religious themes are stressed. He admits his special 
4 

interests have produced "perhaps an over-reading." Since my purpose at 

the moment is to locate Eliot's position at one point during hi~ lifetime 

rqther than to draw out a theme, the questi on 1 must asJ i 5 whether LInger' s 

interpretation can stand when the poem ;s taken alone. 

, 
At first reading, the poem's irony--whlch Unger barely mentions--

;s far more obvious than the spiritual implications. The move from bath . 
. 

to death by drown;ng seems more a Mish.~n the part of the customer than sorne 

esoteric ~ptism. But were the narrator of the'Doem merely making an ironie 

comment on the cû'stomer's wishes, the tone of deep S,eriousness would not be 

present. It is present, and strongly so . 

The final paragraph of "Dans le Restaurant" is, taken literally, 

a statement of futility. Profit and 1055, tint bodily stature, ev en memories 

like the cry of gulls and the swell of Cornis~ seas are subject to a change 

that the poem calls "un sort pénible." The on1y lines that allow a positfive 
1 

constructidn are the two 1ines, 

Un courant de sous-mer l'emporta' tr~s lo~n, 
Le repassant aux étape~ de sa vie antér;eur~. 

• 
1 
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Unger ta kes the pos it ive course when he ca 11 s the current "a symbo l of 
It IP spiritual force," and the stages of life "an ecstatic moment in child-

if f hOOd and lts f1nal ca'use. 11 \here 15, '\, __ ___ ~ however, nothing intrinsic to the,.. 
':1' 
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'poem that demands such an interpretation. Buried, as those two lines are, 

in the midst of a seemingly neqatlve stanza, it would be far more sensible , 

to interpret them negatively. Indeed, such an interpretation could be 

brought much c}oser to the literal statement if the undersea current is 

seen at face value as an undersea current moving the body along, and if 

the "repassant" is thought of as an unfastening of flesh that once had been 

fastened to bone or else as an undoing of the recapitulation the foetus 

passes throuqh in the womb: a return to the mud and rock from which it 

came. Such decay W~Uld better explain the final two lines of the poem: 

Figurez-vous donc, c'était un sort pénible; 
Cependant, ce fut Jadis un bel homme, de 

haute taille. 

Literal decay would be tlun sort pénible." !t would a1so supply the contrast 

th91t the "cependant" demands. 
r 

'\ 
If 
j 

Sluch a negative interpretation would have ta be further justified' 

by makinq it complement the first part of the poem. This can be~done quite 

easily by agreeing with Unger: the shift in the last stanza is intended to 

place waiter, ,customer, and Phlebas "witttin a single category." This would 

make customer and waiter equally subject to death. Their differences then 
(~ , become empty of meaning. This, of course, is a vel'y different interpretation 

from that of Mr. Unger, and has 1ittle to do with explicit religious 

categories. 

.-1'" 
Whether Mr. Ungerls readt~g or mine conforms most closely to the 

.... , .J 

facts may be rlecided through reference to other poems of about the same 

period. "The Hippopotamus ll preceded "Dans le Restaurant" by a few months, 

and "Mr. Eliot's Sundty Morning Service" followed right on it~ hee1s and wa's 
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pub1ished in ,t~e same September, 1Q18, lssue of the Little Review. These 

two poems are general.ly considered to disclose something of Eliot's 

religious nature. They do talk a~out the church, its clergy and liturgy, 
,.. 
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and quote the ScripturE~. Thi s miqht seem to favour the Unger inter .... 

pretation of "Dans le' tstaurant" and of ETiot's point of view. But before 

we conclude these are sacramental, we had better examine their statements 
, 

and implications. 

"Th~_~~otamus" (1917) 

"The Hippopotamus" is a poem with nine four-line stanzas. Each 

of the first six stanzas presents a contrast. In the first we are qiven 

the hippo: ho"" he appears contrasted with what he really is. The next 

five stanzas set the hippo against what is termed "the True Church." 

At each,comparison the hippo is inferior. He is mere "flesh and 

blood," and as such is "susceptible" to shock, to error, and to various other 

1 imi ts. The True' Church, on the other hand, i 5 secure si nce "ba sed upon a 

rock" and "one with God." {Jood things come its way automatical1y, or, as 

Eliot puts it in the ironical sixth stanza, "the Church can sleep and feed 

at once." If we were to treat these various sta~ements as logical proposi­

tions we would have to declare the hippo sadly worsted. The list of,his 

positive qualities would be an empty category. 

trhe very movement of the verse does not a 11 ow us to th; nk of the 

narrator1s words as emotively neutral statements. The(rnYsical pattern belies 

the verbal pattern. Whenever the hippo appears, the verse pattern is 

completely regular. Whenever the True Church appears, the verse swirls and 

eddies ,in an unt~ustworthy manner. The latent irony the narrator has for 

the Church i s brought to the fore by the ve~se structure and becomes the 

dominant feeling of the poem. ·--1 
.. 1 1 r 



, 

106 

The final three verses give us the end of both hinpo and True 

Church. Anyone who missed the earlier irony is in for a surprise. It is 
/'r' 

the hlpPO that ascends to he~the Blood of the Lamb, and 

join's the angelic cho1r. The True Church remairls 'below ln its own fet1d 

foq. SIomehow the';r destinies have been 1nterchanqed. 

This raises the question of who the hippopotamus and True Church 

are. Roman Catholicism has long claimed to be the True Church. This claim 

is based, in part, on an Apostolic Succession cominq from Peter who, in 

Matthew 16:13-20, was qiven the keys to the kingdom. Significantly, allusion 

i s made ta thl s passaqe in stanza two, where the True Church i s de.scri bed 

as "based upon a rock." rlevertheless, 1 doubt that Rome is being singled 

out over and above any other established denomination. The True Church, as 

Eliot seems to define it, is any church that finds it need not bestir itself 
1 

(stanza three), that refreshes itself on the fat of the land (stanza four), 

ànd that every Sunday gathers (!TIore or less) 'to conqratulate itself on being 

one with God (stanza five). The epigraph--"And when this epistle is read 

among you, cause that it be read also in the church of the Laodiceans"--is 

from Colossians 4:16; 
, , 

Eliot has changed the meaning slightly though there 

is no change in the words.. "This epistle," in Eliot's use' of the verse, 

refers not to the letter from which it is an excerpt but to the poem ta which 

El iot has attached H. "The church of the Laodicean~ecomes not one of 
ft 

the churches struggling with various doctrinal and human problems, not the 
, . 

church to which Paul intended his letter, but rather the later lukewarm 

church of Laadicea described in Re~elation 3:14-22, the church that is to 
l'" 

be spewed out of the mouth in di sgust. It would seem that Eliot has, a,~ow 

opinion of the organized churoh. ,r 

There is not only the problem of who the hippo 1s, but also the 

question of whether his fate, as described in the poem, is real or imagined. 

l' . \ 
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t r 

The animal arrives at the final condition that the TrUe)ChUrCh expected 

for itself. Is tf'iiS'~aradise, and the ;"1"P~J!'Ïed after-life, considered real; 
, , , , 

or does the poet allow thP~ hippo in, not because heaven and e~ernal life 

exist and he qua1iffes, but because such a state of affalrs would be a 
, 

suitable venqeance on the True Churcr.? The"~ardonic tone of the poem 

befits a mind that says, "If o'lly if were true it would be poetic justice." 
" 

But there is little else within the ooem on which ta base a decision one way 

or the other. 

How do you know a hi poopotamu s when you see one? 1 t 1 S by the 

,~eat of his brow that he compasses his material ends. Even then the 

execution of his plans may qo awry through weakness of mind or frailty of 

body. l'nevitably the top branches of the mango tree are beyond him. L ife 

for him is a dissonance of passion and a diurnal discord. How literally 

we are to take all this is made no more clear than how genuine is the 

be l i ef in hea ven. -
• 

Nor, if t~ere is a heaven. is it made c1ear what the factors are 

that distinguish those who make it from those who don't. We might argue 

that stanzas three through five inveigh against passivity, se1f-;n~ulgence, 

and arrogant certainty (with stanzas two and six reinforcing the first and 

third pofnts), but we must beware the danger of seeing more than is ther~. 

The poem is not so much a reasoned hypothesis with an 1nformative message 

as ftl;s a dratribe agàinst the institutional church. In other words, 

be1ie~ is not a strong fact~r; it i5 disbe1ief--in the visible church--that 

i s pri nted here. 

"IIMr. Eliot's Sunday Morning Service" (19181 

,"Mr. Eliot's Sunqay Morning Service" is not one of Mr. Eliot's 

succes~fu1 poems~ It contains a couple of coirnrd word,S, several rare or 

.' 



l # 

-e 

~r 
\ 

\ 

108 

technical words, and a mistake in the only Greek word used. Furthe~~ore, 

the sixth verse is an incomplete sentence. 

Such things need not ~e faults, but they are certainly not 
\, 

always advantages. Coined words generate impatience in all but the most 

devout of a poet's followers. Rare and technical words can be well used, 

but a word like "gesso" is emotionally vague and of doubtful utility in 

the poem. ,The meaning'of the'sixth stanza, the incomplete sentence, is 

unclear. ~eral crities feel it describes a second painting. Even if it 

does, how does it relate to'what precedes and follows in the body of the 

poem? Ooes it describe, or is it intended as.a contrast with, the pustular 

youths and hairy bees of stanzas five and seven? 

1 am not taking the position of a 1 iterary critic in this pursuit 

of blemishes. Critics aim to Judge a DO€m. For the purposes of this thesis, 

we need only understand it. But the faults l have mentioned are faults that 

affect the understanding! "Mr. Eliot's Sunday Morning Service" is often 

vague in its propositional meaning and as often indefinite in its emational 

connotations. To measure the religious content of this poem is no easy 

matter. We must not to~uieklY assume vagueness is the same thinq as 

vacuity of mind, but 1 cannat help suspecting that Eliot has associated 
, 

indefiniteness with religion in his own mind. 

As we look for a way into the poem, we will notice that the four 

stanzas of the poem's first half present a temporal medlef.. Four ages of 

the church are offered ta us. El i\ot has ta ken these four ages and pl ayed 

them off one against another. 

this interplay, it would 

what parts they play. 

e the poem advances its meaning through 

exami ne each of the four peri ods and see 



• 

" 

The first age is the prEsent. In that present we ate given 

"sapient sutlers of the Lord" who are in the midst of sorne actlOn which 

most commentators have associated with verse five and assume tO,be the 

taking up of the offerinq during a church se~vice. A difflculty arises 

immediately. This interpretatlon would mean that those recelving the 

"pi acul ati ve pence Il di rectly from the congregati on are II pres byters Il or 

priests, a custom that does not reconcile itself with fact in churches 
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Eliot is likely to have encountered. Whether sutlers are to be identified 

with presbyters, or are their lay assistants. or are members of the 

conqregation driftinq intif church and settlinq down before the service; 

and whether the ritual act of verse one is the same ingathering as that of 

verse five or is a different one, the modern aqe Eliot is describing is 

a distinctly sarcastic picture of the church in action. The "su tlers ll --a 

word with unpleasant connotatio~s--drift acr~ss the panes like flies, or 
1 

perhaps the "bees of the second section, wh il.e the presbyters and "youlJ.1' 

(the sutlers are "polyph,loproqellitivell) of stanza five are described 

with words full of violent labials, a sound..that reminds one of laodicea 

and "1 will spew you out of my mouth." 

In direct juxtaposition with the modern sce~ is the second 

period: "the beginning." It cornes ta us through a direct qtiÔtation fr~m 

ohn's Gospel: "In the beginning was the Ward." Presumabli the beginning 

Eliot intends is the gospel period. the time covered between John land 
, 

Exactly what the content of "Word" is for h';m will be investigated 

Here it is sufficient to note that this beginning period ;s in • 

contrast with the present and as such receives a positive charge. . 

there i s 

The third time unit t~t 
a sha~p contrast, all ~e 

the Dùem qives is in stanza two. Again 

sharper because of the repetition. This 
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time the beginni~ is set over against, not the present, but the third 

period, a time of "superfetation" that reaches its climax in Origen. Again 

there is an incomp1ete sentence, ~nd it is difficult ta decide whether 

"Oriqen" is subject or object of the verb "producé." Origen produced and' 
5 

produced. Epiphanius estimates he wrote six thousand works, which makes 

Origen more pro1ific than Mickey Spi1lane. On the other hand, his work was 

a wedding of Greek philosophy with Christian thought; so it could be said 

that the times pf"oduced Origen. Eliot probably intended both meanings. But 

aqain, whatever doubts are entertained about the meaning, it is certain 

that the tone of these three lines is uncomplimentary. 

The final slice of time that Eliot has incorporated into his 

work i s' the fifteenth cen~ury. The na i nt i ng descri bed in s tanzqs three 

and four is of the Umbrian school in the Italy of that period. The painting 

is partly cracked and brown~~, but--

'" Still shine the unoffending feet 
And there above the painter set 
The F3ther and the Paraclete. 

Thê three lines are mainly straight description~l, One word that is not sa 

descri es the feet as "u~offending." The concept is so customary it is 

a1~ost trite. E1iot has taken it over a10ng with the positiv€ feelings 

the de cription evokes. There is no sarcasm whatsoever in these two verses. 

Of the four periods, two receive adverse criticism and two a more 

positive slant. An investigation of the reasons for this split will reveal 

an' interesting facto Words that norma1ly have overtones of divinity--Word, 
, 

Baptized God, Father, Parac1ete--are ih the positive sections. The one 

exéeption is "Lord," but that word has been placed in a modifying phrase 

and, un1ike a11 the others, receives little inflection. It;s "sutlers" 

rather than "Lord" that bears the brunt of E1;ot'5 ill-humour~' 
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All this ~iqh{~~em'to imp1y Jat Eliot had, in 1918, great 

respect for God but little use for~hiness. Such a theory would 

aqree with the findings for "The Hippopotamus;" but is it the only theory 

to fit the facts, or even the est one? The question will have to be 
... 

answered in two parts. The irst part of the ansWer is lntrinsic and wlll 

receive attention in the rest of this section. The second is extrinsic 

and will make up the content of the subsequent section. 

Oriqen and his period are open to criticism because of "super­

fetatlon of 1;Ô 'Év." Superfetation is "a biological 'term meaninq multiple 
() 

impregnation of an ovary, resultinq in twins or larger multiple tnrths." 

~ 'tô 'ÉviS "the One," a term used a qreat deal ln Greek philosophy. George 

Williamson interprets the llne as a criticism of any move from Greek 
7 

philosophy's idea of the One to a philosophy of the Many. Movement from 

the Word to Origen's weak wordiness is, according to WJlliamson, what 

Eliot fastens on to illustrate this philosophical dilution. 

.. t' A second possible interpretation of "superfetation of 1;0 EV' 

is slightly more theological than the previous philosophical interpretation. 
\ 

It is arC;xplanation that borrows freely from the "poliphiloprogenitive ... 

sapient sutlers" idea of the first stanza. Origen is thought to have 

castrated himself. His love of producing many offspring thereby became 

limited to writing books. Lackinq the n~cessary equipment, 
., 8 r ~ 

1 • 

was by means of Greek thought, but the ~ros~-fertilization 

his superfetation 
. 

of Christian 

doctrine by philosophy was enervate, a ~teri1e monster. ,Origen, Eliot may 
Y' l ' ' 

be saying, is the origin (thr6ugh his sterile works) and representative 

(in his emasculated persan) of this monstrosity. 

The two interpretations resemble each other in many ways, but one . - , 
;s metaphys;cal,whiTe .. the other is',more religious. The first explanatïon 

" 
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censures Origen for destroying a philosophy based on unity. The second' 
Q 

condemns him for diluting a pure belief with philosophic~l 1rivia. Can 

we choose one interpretation over the other from the evidence within the 

poem? 

The ideal, of whichever kind it is, seems not completel~ lost 

after Origen. 'Stanzas three and four tell us that; for, though b~ilOSOPhY 
- , 

or theology is a "wilderness ... cracked and browned," there "still shiné" 

elements of value. The question is whether this'worth abides in the 

theologyor in sorne other field. References to Father, Baptized Go~ and 

Paracl~te prove nothing. They form the content of the pic~ùre, ?nd a 

picture may be"admired for content or fur aesthe'tîc unit y, a quality mort\. .... A 

strictly philosophical than theological. "Unoffending" in conjunction with 

"feet" does not tell us whether the offenee Would be aqainst EllOt's 

philosophical or theoloqical standards; and the choice of the term 

"Baptized God" rather than sorne other epithet is emotively potent, but does 

he think of it as historically real? 

Whatever Eliot is holding up as his mark of excellence, he makes 
>' 

no bones about the present's lacking it. Besides the first and slxth 
('J 

stanzas which l, have already mentioned, the last quatrain of the poem is a 

representation of .Qur own age. Sweeney is modern unchurched man. His 
, -

bat~ is the clasest he cornes to baptism, anq hi-S secular hams. replace the 

," 

unoffending feet. The reasan for his c:lissociation is given' in the final' 

l ines:. 

The masters of the subtle schools 
Are controversial, polymath~ 

Vaporous teaehings by"church leader,$ have hidden fram h;m the very ex; sténce 
, 

of h;gher values •. ~athJater ;s a11 he knows. If we ;nqu"ire aga;n after 

these hiqher valu~s, we can be sure from Eli.~~:\s statement that~they are 
1 

\ 

,'" 
• 
' .. 

~, 
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things not found in subtle sçhools, in controversy, o~ in polymath 

teach-i ngs . " ' In these conclusiQns there ;$ more than a hint of the anti-

church opinions we saw in "The Hippopotamus", but very little unambiguous 

stat~ment beyond that. 

1""' \ '" iIOIl,' 

Has Eliot confused a philosophical .. notion with Christian 

doctrine? Could it be h~ values pure Christian doctrine, not for its own 
• 

./ 
s~ke, but rather for the sake of a unified world view and the rescue 

, , 
from the many it would offer? These \doubts may, or may not ~e justified. 

. - . 
I~ ;e look only'at tbe poem, what the underlying faith or hope is could be 

interpreted either as Christian or as a secular philosophy of unity. If 
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'we look at other works ,of the period we miqht be given direction. -! < 

r 
Visions of Glory and Deçay (1918-19) 

\ 
, 

"WhisPers of Immortality," "A Cooking ,Egg,'l "Burbank with a 

Baedeker; Bleistein with a Cigar," and the two Sweeney poems all have one 

th~ng in contnon. ~t is an element that will help us decide ,how religious 

the "Religious Beginn;ngs" are . 

. 
"Whispers of Irrmortàlity" 'is a more important poem than 1 have 

space to show. Since it is a poem dealing with the unificati~~f 
1 ... 

'serisibilï'ty, it lies well within ,the field of this thesis. But Maxwell has 
9 

covered the idea sufficiently, and 1 refer you ta hts third çhapter. The ... 
one point that 1 wish to make is that the'poem presents a contrast: Donne 

and W~bster on the one hand, and Gr;shkin ôri the other. 
," o 

liA Cooking Egg" ;s not an ea'sy poem to \nterpret, but an obvious 
" , 

contrast ~s being made between present and past, to the detriment of the .. 
present: c 

\ 

. '-r 
( 

.. 

• ,j .... . ~ .. 
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Where are the eagles and the trumpets? 
Buried beneath some snow-deep Alps. 
Over buttered scones and crumpets 
Weeping, weepinq multitudes 
~oop in ~ hundred A.B.C. 's. 

The rhyme pattern ("trumpets ... crumJ3ets") remov'es a good dea1 of the 

pain from the 10ss of former glory, but the invocation of weeping multitudes 

makes it c1ear the 105s is real and important. 

"Burbank," as its epigraph reveals, takes place in Venice. The 

poem again makes a contrast, this time between the present Venice of 

prihces5 Vo1upine and its oast glory. The allusions of "Sweeney Erect" 

carr.~ us at once to El izabethan England and Ancient Greece. Both Come in 
\ 
1 

contrast with the present, and the present again suffers in the comparison. 

In "Sweeney among the Nightinga1es," Sweeney is the modern-day figure of 

Agamemnon, b~t the modern king has lost his mighty stature: 

Each poem is a reiteration of the same theme: a contrast of the 

heroic past and the unheroic oresent. The oast may be represented by 

great writers, mythica1 gods, or heroic leaders. The present has Sweeney~ 

, J 

Bleistein, Grishkin, Volupine, Pipit, and a score of 1esser figures. Whether 

cu1tured or uncultured, those/of the present age are mean brutes in the 

original meaning of both words. It is a Hobbesian existence. 

The contrast can be taken ohe step further. The past standards 
, 

which all five poems use to judge the present are not real, are not 

historir.al times, people, and places. They are idea1s and artistic . -. 
,onstructs. That can be demonstrated in a11 poems, even when the past , 
presented seems most historical. 

The Greek ideas that 1 ie behind the. Sweeney poems have only a 

tenuous relatio~ to h1storica1 reality. Whether or not an Agamemnon or an 

Ariadne once existed is of no importance to Eliot. It is the stories as 
, .. 

,1 
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woven into aesthetic creations by the Gree~ playwrights that matters 

and that makes for the greatness with which Sweeney's world is compared. 

The Greek plays were steeped in myths about gods in whom nobody today 

would want to believe; but Eliot has no wish to make us believe in them. 

He wants to point out worlds that are obviously beautiful and unifie~ 

creations and contrastlthém with the sordid world around him. , 

Nor is the past Venice of "Burbank" a reality. The present we 

are to accept as real, but the past is a fairyland made from the dreams 

of centuries. Shakespeare and Marston, Browning, Gauti~r, Ruskin, and 

James ,all wrote works whose action took place in Venice, not the real 

Veo;ce of the pa~t, but an ideal Venice, a place of exotic greatness. 

When Eliot incorporates ~is allusions into the epigraph or the body of 

the poèm, he\Js punctuating those dreams with today's reality. 

The warlike past towards the ,end of "A Cooking Egg" is also 

an idealization. "Eagles and trumpets" is a romantic description of a 

reality.that was usually far from romantic. Earlier in the poem Eliot 

refers to "Honour in Heaven," and the capitalization (of-both words 
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perhaps) makes it clear we are dealing with an ideal conception. The 

rhyme pattêrn, "Sydney ... kidney," makes it clear we are not to take.the 

ideàl as an')unqualified positive. The succeeding ide:als, Capital, Society, 

Pipit herself 'perhaps, and the subtle shift ;n the mean;ng of "want,,'\om' 
-....J 

• 1I1 ack" to "desÎ're" crush our romantic hopes even further. The "trumpets 
1 

... crumpets" deflation is not unexpected in the light of what goes before. 

E~iot is holding up the present beside a series of past ideals, then popping 

the romant;c dreams one after another in a manner that makes us even more .j' 

aware of the poverty of the present. 

"Whispers of IllI110rtal ity" is unlike liA Cooking Egg" in that the 
~ .' 



... 
1 

past ideal is in no way slighted. Webster and Donne represent the past, 

but it is not 50 'much a historical period as a pastl~a~ of thinking, the 

unified w/y of thinking Eliot found in their writings. 

"A Cooking Egg" is to l'The Hippopotamus" as "Whispers of 

IlTIllartality" is ta "Mr. Eliot's- Sunday t1arning Service." "A Cooking Egg" 
, 

pokes fun at past ideals and makes use of them to impoverish our vision 

of the present. "The Hi ppopotamus" has an air about it tha t causes us to 

wonder how seriously we are to take its religious concepts. They are not 

quite ridiculed, but Eliot is certainly having f~~. And there is no 

question that he is using religious {deas to~'blast ~he church of today. 
l 

"Whispers of Irrmortality" treats past ideals with real respect. Th~t is 
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natural since tl1PY represent something Eliot had come t,o believe in himself. 

Similarly, there is about the Umbrian painting in "Mr. Eliot's Sunday 

Morning Service" a seriousness that marks it off as something special. What 
, 

that something is is still the question. But the poem indicates, in a way 

"The Hippopotamus" and "A CO'okinq Egg" do not, that Eliot is no anarchist. 

He fi rml y bel i eves in. somethi nq. 

What is it he believes? If the "unoffehding feet" of the 

"Baptized God" tend to persuade us of a religious interpretation of the 

"Sunday Morning SerVlGe," the "Abstract Entities" of "our metaphysics" in 

"Whispers of Irrmort~l;ty" tend to push us in the direction of philosophical 

content. But w~~annot sum the references to make our decision. We must 

measure the overa1'1 tone in the 1917-19 period. 

It is most important to notice that the 

of 1l1I11oNality" to "Burbank" trea~.the past in terms of idealizat ns. The ...... 
past is ~ithout fail the standard whereby to judge the present; but 

is it implied that the past is rea1. Even in "Whispers of Immorta1i-t;y 

) 
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standard of which Webster and Donne are representative is a way of 

thinking, a way of looking at facts perhaps, but nctin itself an 

objective realit1 irrespective of subjective reaction. 
r.t(l 

This has implication:.for Eliot's value system that could be 

a discussion in itself, but the point l wish ~o make relates to the two 

seeming religious poems of the period. In the absence orany certain 

intrinsic evidence of re1igious belief in the two poems, we turn to other 

works of the same period to estimate implications. These other poems, 

a1l five of them, concern themse1ves with philosophical perspective 

rather than historical. Factual evidence that may disprove or weaken 

the position is ignored, and the historicity of the point of view is 1eft 

uninvestigated or even b1atantly contradicted. What matters to Eliot is 

the fragmented present and the unified vision that the past supposedly 

had (usually in its 1iterature). Parallel polar statements can be seen in 
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"The Hippopotamus" and the IISunday Morning Service." On the one hand there 

is the p~sent church as Eliot sees it. On the other ideal side is 

scriptua1 1iterature. If Eliot is unconcerned with facticity in the five 

"secu1ar" poems of the period, it wou1d be problematic to try to assert 

facticity in the two II re1igious" poems without definite intriijSic evidence. 
V'" 

( , 

We shou1d rather expect that Eliot had no i.nterest in Christianity as a 

historical religion. It is a Titerary ideal as he wou1d see it, an ideal 

that unifies al1 existence, that can be used as contrast to th~ fragmented 

present (~ymbolized in the church), but an idea1 whose facticity is a 

total1y irrelevant matter. If this is Christianity--and most would dery 

it--it is on the extreme edge. If it is religious, it 

of religious that we are uSing. 
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Footnotes 

An example is Headings, p. 72. 

2 Unger, p. 72. 

3 Ibid:, pp. 69-70. 

4 Ibid., p. 73. These words are followed by Unger's explanation 
of his thematic purposes.' 

5 ' Haer. lxiv. 63. 

6 B. C. Southam, A Student's Guide to the Selected Poems of 
T. S. Eliot (London: Faber and Faber, 1969), p. 6l. 

7 Williamson, p. 93. 

8 The p-reposition "of" in "superfetation of,;ô lyll is to be 
interprete~a~ instrumental rather than as governing the recipient of the 

:'" action. To iVis what Origen used to impregnate Christian doctrine,eand 
not whaet he ,opera ted on. 

9 Maxwell, pp. 74-76. 
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CHAPTER VII 

SACRAMENTAL REJECTION 

Incubation (1909-19) 

"Gerontion" is a major poem. It could be ana1ysed in a 

variety of important ways and give grounds for a number of important 

conclusions. This thesis will review it with an eye to its fragmenta­

tion and unity. The poem reveals parallels between two Eliot goals 
• 

and bet~een the two sets of strategy he uses to arrive there. The 

two goals are aesthetic unit y within the poem and belief in the unit y 

of the universe. The one involves artistic practice, the other 

religious quest. A comparison of these two sets of data will reveal 

not only similarities but differences. For,. after all, in this poem 

the ·aesthetic problem is solved whereas the religious 1s not. 

"Gerontion ll 1s a development of ideas that have sprouted 

, here and there in earlier work. The r.eader reads it and better under-. 
stands the workings of the earlier poems. "Rocks, moss, stonecrop, 

~ -
iron, merds ll nad its paral1el in the factory yard of "Rhapsody on a 

'oR 

Windy Night.!' Both say that the world i s made up. of scattered pietes. 

From the ear1iest poems the world has been described as a place of 

IIfractured atoms, Il and there the 1 atest poem adds nothing new. 

It does g1ve, though, a clearer picture of the categories in 
. 1 

which Eliot has been thinking all along. Simply to speak of fragmentation 

\ 
\ 
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is one thing. It is quite another to define prectsely how Eliot has 

been making use of the concept. "Gerontion/l helps in that. 

Eliot is using three techniques to emphasize the formlessness 

he sees. These have to do with the c1assical "unities".· A fourth 
-

matter that is closely related to all three, and,to which sorne separate 

attention will be given, is allusion. This section will examine the 

early stirrings of ~hose techniqu;s in the poetry. It will also look 

beyond them to see how they fit into a ~nified poem. 

The most loosely held of the three classical unities ;5 that 

of place. The classicist felt that a play or poem should happen in 

one place. To pretend that the stage, imaginary in the case of a 

poem, had to"represent several places in succession might confuse the 

, 

audience. The \'Jork should have a unit y, a singleness, of locale. The 

rule received sorne lip-service in the seventeenth century, but little 

since. Instead, poets and playwrights have tried to make clear where 
, 

" 

an action occurs and when the scenes are chang~d. That has led reading 

and viewing audiences into certain expectations. 

El iot has overthrown those spatia) expectations. We have seen 

that already. Unit y of place was destroyed to produce universal dis­

solution in "Mélange Adultère de Tout" and "Lune de Miel. Il Those poems 

skipped from place to place until the reader was breathless. They were 

little more than long itineraries. In a second and somewhat different 
. ... 

\ 

way IIThe love Song of J. Al fred Prufrock ,r ~pt the reader alon~., It 

used the refrain, 

In the room the women come and go 
Talking of Michelangelo, 

.""'J 
: 

, . 
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to maye the reader without any preparation from one scene ta another 

and back again. This was disconcerting ta the early readers. 

The unit y of time as stated by Aristolle maintained that the 

action of'~ work should fall within the limits of a single day.( Whether 

that meant twelve hours or twenty-four was much disputed, and Corneille 

felt véry daring when he wrote, 

I, for my own part, find there are ,~ubjects so hard 
to enclose in 50 littl~ time that 1 will not only 
accord them the entire twenty-four hours, but I will 
even avail myself of the license given by the 
philosopher to exceed them a bit, and,without 
scruple push them up tG thirty hours. 

Unit y of time, like place, has not been observed in this era. Audiences 

,are content with a simple'statement of time or season and an absence 

of anachronism. 

Even those expectations Eliot disdains. IIPrufrock" does not 

offer a definit~ time-span, nor does it make clear what happens when. 

The poetry reader ;s not g;ven time as an ever-ro11ing stream but time 

as bits and snippets. There are flashbacks and premonitions. The 

past is present memory and the future present anticipation. Present, 

past, and future, are therefore inseparab1e. Moreover, the present is 

;n motion. The "now" of the first page is not that of. the 1ast nor of 

any page in between. That made the poem difficult when it first appeared 

in 1915.' Simi1ar temporal disjunctions are in the second and third 

stanzas of "Burbank with a Baedeker: Bleistein with a Cigar. \1 

The third unit y, unit y of action, is a matter 'of causal 

connection. A work 1s to have beginning, middle, and end, with no 

100se ends, a~o with a 10gical development throughout. Aristotle had 

.t' 
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usèd the terms C~mplication and Denouement in the eighteenth chaPter 

of the Poeti~s, but it amounted ta the same thing. And audiences had 

come to expect such unity. 

feeling: 

Helen Gardner links that'logi~l development of action with 

A situation is incipiently dramatic if it is on the 
poi nt of chan'ge and we fee 1 : "Th; s ca nnot go on; 
something must happen." It is ful1y dramatic when 
we fee1: "Something ~ happening that ;s changing 
everything for those concerned." And the drama has 
been completed ~hen we reach a situation where we 
feel: "Something has happened; everything is now 
different. "2 ' 

Ear1y Eliot readers, with few exceptions, had none of these feelings. 

"Prufrock" 1eft them wondering if there had been any action. The 

recurrent memories and imaginings made for abrupt shifts in content 

from paragraph ta paragraph, and that his readers could not follow. 

Succeed; n9 poems were no better. Il Pre l udes" had no plot deve l opment, 

yet did not seem to fit any lyric genre. "Rhapsody on a Windy Night" 

may move, but what has happened? 

Allusion became a dom;nànt poetic too1 after 1917. As a 
,/ 
.! 

technique it Rarticipated in the three categories of disruption l have 
.' 

-li s ted. Ta ~'ta kè Sweeney and Agamemnon together, as does "Sweeney Among 
\ 

the Nightinga1es," is ta interchange them in space and time. They play 

off against each other. Once the technique is understood and anticipated, 

the tiniest allusion brings forward a whole scene and situation together 

with the s1milarities and differences 1t represents. The point becomes 

at one and the same time that Sweeney i5 and 1s not Agamemnon, that he 

1 

is and is not Theseus and Amintor in-- II Sweeney Erect. 1I That h a situatio'n 
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having no connection with'traditional unit y of action. 

The 1909-19 poetry had aspects of fragmentation built into 

their structure in those various ways. Vet fe\'.' critic.s from the first 

appearance of New Bearings in ~..Q.9.Jis_h_Poetry in 193'2 until the reassess­

ment following the great man's death have dared call an Eliot poem 

disjointed. That was partly because of the poet's stature. Critics 

. had become accustomed to feeling that one who had so shaped modern 

literature could do no wrong. But their forbearance was mainly due to 
*' 

the fact that most of his poems had achieved unity. And that was managed 
1 

despite the fra~mentation. Somehow the unit y of the poem embraces the 

pieces of l He. 

He manag~that unification by finding other ways of show;ng 

unity. In the 1igtt of "Gerontion," three techniques can be seen 

developing in these early poems. They are, firstly, mood and tone; 

second, stream or consciousness; and thirdly, the association method 

based on suppression of connectives. 

Mood ànd tone were obvious c'hoic:.e..s as unifiers for Eliot, ~nd. 
'~ ..... 

were 50 from the beginning. "Conversation Galante" manages unit y through 
\ ~ 

a progression of tone and feeling. The poem's protagonist begins with 
l' 

an extravagant flourish, and that flourish is answered by an empty-
\ 

headed female foil. Gradually his words become hysterical, and hiS foil 

turns into a menace in the night. The movement is rapid but not difficult . , 

'to follow. • What unit y "Rhapsedy on a Windy Night" has is achieved through l 

that same use of mooo and tone . 

Prufrock's mind is the key to unit y in "The Love Song of J. 
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Alfred Prufrock. Il What happens is not seen as it chronologically happens 

but as it passes through his head. Nothing is offered but his maunder-

ings. We can gather 50mething of times, acts, and locations from what 

he thinks, but all .;s unavoidably subjective. Still, this is interior 

drama by Gardner's definition of it. It has beginning, middle, and end, 

though not exactly of exterior action. 

The "Half-past two" passage from "Rhapsody on a Windy Night' 

will i1lustrate yet a third Eliot technique for unifying the pieces. 

What is the connection·between the cat in the guttèr and the child's 
.' 

hand? Bath "S1ip out." Eliot has printed that connection for us. 

Then we have the child's eyes, eyes i~ {he street, and a crab in the 

pool. What are the connections here? Thé idea of a childls hand cou1d 
.... -,-

lead an observer ta notice the eyes. Th~ emptiness there could remind 

him of other eyes, presumab1y empty; and those peering eyes, reaching 

for the life wifhin houses, could lead by association to the empty life 

in the pool reaching out for nothing. In all cases but the first one, 

the connective has been suppressed. Eliot does not state what the link 

is between the child's hand and his eyes. The association ;s the 

reader's own creation, though the artist may ~ave forced him ta it. 

E1iot ls poetry at times becomes 1ike the psychology tests where one is 

offered five words and told that four of them belong together ;n a 

category. tn the psychology test the idea is to identify the odd word 

out. In E110t'5 poetry all the parts belong. We need ta fjnd the 

concept that subsumes t~e parts. This association method becomes a 

dominant tool in El;ot's middle and later poetry. 

All three techniques have the;r difficulties. 1 have called 



them techniques producing unit y, but their effects may be the opposite. 

Mood and tone, since subjective, may encourage i re1ativism. The 

jungle-like tangle of thought processes in stream of consciousness may 

lead to confusion. Or the unlfying concept behind a series of unlike 
. 

images may go unnoticed. To weigh those prob1ems we must give the 

concept of unit y further consideration. 

Wha~ unit y a work of art has and where that unit y lies have 

become more and more vague in this century. We are nevertheless still 
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able ta posit one facto An artist must have sorne reason for beçinning 

and endlng his work when and where he does. The work must seem to him 

ta form a pattern which is complete in itself, or else suggest a pattern 

that would be a comp1etion of what the artist has said. T~at pattern, 

for our purposes, exists first as a concept in ~e artist's mind. How 

he cornes to that idea is irrelevant to our discussion. It is what he 

does with it that matters. 
:, 

The art1st takes the concept and not on1y puts it on paper, 

but "credits" it. The traditiona1 c1assic or neo-classic artist will 

give the credit to nature. Nature, he says, owns the pattern; his work 

,mere1y reflects it. Imifation 1s the word used. When we read such a' 

work we do not ,notice the mind of the artist. It seems instead that we 

are 100k1ng at cln actua1 pattern 'of the real world. Yet that is 

appearance only. 'The pattern we are beho1ding, however c,losely it 

matches our opinion of objective rea1ity, is a produet of the mind of 

the artist. That he Should\credit it to nature 1s his decisfon. He 

could equally well have emphAsized the, thought as his own viewpoint. 

He could have made ft appear the idea bf another in the guise of one 
,1 , ..... -

)\ o'~ 

1 

l, 
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of his chatacters. He could even make it seem the invent~on of the 

reader. 

The classic and neo-classic writers had eonfid~ncé in the 
. 

unit y of nature in,its own right. It was à natural choiee to givê ' 
j 

) 

nature credit for the unit y of his poem. For a writer like Eliot, 
6 ' 

whose confidence in the unit y of the universe has been badly shaken,~ 

the èhoice of nature would be far from natural. He would place the 

appearance of un,ity elsewhere.r""~ 

If we first consider mùod and tone, it will be obvious that 
, '\, '. 

this ~nity Eliot is using has nothinq to do with nature. It is sometimes 

in the mind of the author, somet~mes in the mind of a character. Arnoldls 

"Dover Beach" would be an example of the former, and a Browning dramatic 

monologue would serve to ill ustrate the latter. "Conversation Galante" ' 

has a protagonist, ~ut the unit y 1s not credited ta his mind. He 1s 

filled with a visio~ of the world in shards. Unit y appears from some-
~ . , 

where bSQind him in the mind of his creator and through the mo~d and 
'. , , 

tone implanted by the artist. ~imilarly' in poems like "Preludes lr and 

"Rhapsody, on a W; ndy Ni,ght," though a na rrator persona ex; sts, the 

unit y usually seems to be,within the mind of the artist. It is probably 

fair to say thatithe more perfectly a character is created the more the 

unit y, whether of mood, tone, o~"whatevér, wJll appear to reside in the ~ 

persona. El iotls cha,racters sel dom have ttris quality, a fac~ we will 

return to in later chapters. . .' 
\ 

Stream of cÇlnsciousness also has nothing ta do with unfty being 
" Q 

~redited to nature. As in the more traditional methods of character 

cre~tion, the more perf.ectly an artist u~s stream of ,consciousness the 

~. 

. 1 

! 

1 
1 



. e 

_ c • 

, 127 

more completely h~ disappears and ~llows th~ interplay to be between 

character and reader. The reader then has the feeling that the unit y 

lies, perhaps to some extenf in the mind of the character~ but more 

fully in his own rèarrangement and understanding of that mind. 

/ 
1 

, Fi na 11 y there is the associati~n method ba sed on unstated 
f" 

J 

connectives. Aga in the reader is forced~to sea rch out the" patW_D. , ... 
The more the artist has managed to step out of view the more the reader 

will feel that the poem is raw material and the pattern is what he 

himself is creating anp~posin~ on the matter. 

The purposeful suppression of stated connectives makes this 

association method the antithe~is of classicism ' s natura~ unit y, for 

the clac6sicist sees nature as raw material stat.i.!l.9.. pattern. ,Not a11 

raw material is of the same wortH ta the classiclst. but in general any 

slice of nature ;5 thought ta conta;n sorne built~in pattern. The 

association method, by suppressing the connectives and thereby the 

pattern, stresses a fragmenteP view and produces the feeling that al1 
.. 

ùnity is the mind's creation,. The same can be said of the stream of 
.:l 

consciousness technique: pattern is so easily lost in the confusion 
~ 

it cames to be seen not as natural but as a mental entity. Similarly, 

,emphasis on feelin~s, eyen when a pat~ern is evident, brings relativ;sm 
• '-

to the forefront. For one person 1 s fee 1 i nas need not be the same as 

'another personls even when the stimull are the same: 

In other words, al1 threé techniques have aspects of both 

fragmentation a~d unit y, and while the fragments may be real the unit y 
" ... 

is always someone1s idea. t~uch responsibility 1s being placed on the 

r 

,. ~ 
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reader, but it i5 the artist's intention tnat the unit y shou1d embrace 

the fragmentation. The tang1e of thoughts in the stream of conscious­

ness, the dissimi1arilies in the'association method's 1isted ttems, 

and the relativism nattl"ral to mood and tone are not to be forgotten. 

Nor is the pattorn to be neg1ected. Both are to 1i~e on in tension. 

Where that happens the poem succeeds artistica11y whatever it may, do 

~ the hero's and the author's viewof the wor1d. That point will 

receive more attention short1y. 

There are two further things one should notice about the 

techniques as El iot uses them in the poems before IIGerontion." In the 

first place, th~ir use is intermittent rather than studied. It is as 

if the poet were not consciously aware of them or had not fu11y compre­

hended their possibilities. The first technique, mood and tone, might 
J 

be an exception. It is hard to imagine an Eliot poem without sorne 

unifying basis in feeling. Occasiona11y he slips for a word or a 1ine 

and fal1s short of perfect unity. Sorne of his immature and distracting 
-

rhymes serve as examples. And "The Death of St. Narcissus" is s9mewhat 
1 • 

uncertain in tone. Neverthe1ess, in control of mood and tone Eliot is 

probably the most assured writer bf this century. 

Stream of consciou~ess, entering a persona's mind as Eliot 

did with Prufrock, is also".:used in "Portrait of a Lady." Those two 
• poems, his most successfu1 early works, date from 1910 and 1911. Then 

for a number of years he abandoned the idea and used what~ he ca11ed 

"obs~rvations. " 

things 

-

Boston poems, for example, treat various aspects 

1 shou1d add, the unit y does not lie in the' 

it 1s the tone of co1d ana1ytic objectivity 
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that holds the poems together. 

Depending on the mind of reader ta create an association îs 

also used intermittent1y. "The Love Song of J. Alfred Prufrock," in its 

use of stream of consciousness, forces the reader to reach for unifying 

princip1es. What connection has the fog with.a cat, or Prufrock himself 

with a pair of ragged claw~? Then in IIPreludes," what principle unifies 

IIthese images ll into a single "notion ll ? It is left for the reader to 

find. The poems of 1915 are less taxing for the reader (and ther€fore 
. 

less interesting). The concept that brings IIdamp souls" togethe~ with 

IIsproutingll in IIMorning at the Window ll is not difficult to find. Nor is 

that which unifies Il rea ders ll and "ripe corn" in IlThe Boston Evening 

Transcript. 1I After 1917 come the first stirrings of allusion. The 

connectives are more hidden but sel dom obscure. For examp1e, the exact 

content of the Sweeney-Agamemnon equation is unclear (as are most 

analogies), but the general outline is reasonably straightforward. Still, 

allusion is only one aspect of the association method. Eliot had yet to 

discover the full range of its possibilities. 

The final thing that shou1d be noted about E1iot ' s techniques 

before "Gerontion" is that the unit y the poems achieve is the unit y of. 

the poem and not a unit y of 1ife. The mind of the poet almost always 

manages to impose arder on the facts that he considers; but it is a 

mental arrangem~nt, a thing within the poem, poet or reader, an idea 

but not an aspect of external reality. Yet it is order in reality he 

is seeking. Each poem, in creating rather than discover1ng order, ;s 

at once a success and a failure. It may be a successful creation; but 

p 

, , 
by ending where iido~s, short of a real unity., and by accepting that 

, ' 
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ideal unit y, it is a retreat from reality. 

Such complaints g;ve sorne justification to the critics who 

call Eliot a romantic. For a classic or neo-classic writer, 

external reality is the primary concern; the 
classical attitude has always meant a comparative 
lack of interest, therefore, in the artist himself . 
. .. The foundation of the classical tradition is its 
co~fidenc~ in a rationally ordered and harmonious 
unlVerse. 

l "l 

On the other hand, the romantic has tend éd to be IICharacteristically 

preoccupied with the creation of a dream-world. ,,4 The exàmple Leavis 

uses is Victorian poetry: 

Victorian pbetry admits implicitly that the 'actual 
world is alien, recalcitrant and unpoetical, and 
that no protest is worth mak1ng except thetprotest 
of wi thdrawa 1 .5 \ 

When an Eliot poem ends in a poetic unit y, when it sees that unit y as 

enough and ceases to search for unified reality, it is retreating into 

a dream-world. It is placing aesthetics before reality. Such a choice 

is explicitly made in "The Love Song of J. Alfred Prufrock. 1I Towards 
! 

the end of that poem the' protagonist attempts a retreat into dreams 

when reality fails him. In "La Figlia che Piange," it is the artistic 
.. 

dream to which the young man clings. Yet in both cases the poem admits 

a sense of" 10ss, as if dreams were poor substitutes. 1 haye shawn this 

to be true in IIThe Death of St. Narcissus 'L also. And "Portrait of a 
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Lady" wonders about the matter, though it avoids a decision. Nevertheless 

the four poems show that the thought, and perhaps even the tendency, is 

there. We must turn to "Gerontion" with that in mind. 
/ ,"'-

. \ 



( 

"Gerentien·' (1919) 

This paem obviously deals with fragmentation, and not just 

in contè'nt but also in forin. At first glance the poem seems piecemeal 

and the transitions not only sudden but random, as these lines will 

il1 ustrate: 

1 a n 0 l d ma n , _ 
A dull heacf among-windy spaces. 
Signs are taken for wonders. "We would see a 

sign!1I 
The ward within a ward, unable ta speak a word~ 
Swaddled with darkness. In the juvescence of the 

year 
Came Christ the tiger 
In depraved May, dogwood and chestnut, f10wering 

judas, 
Tn be eaten, ta be divided, to be drunk 
Among 'whisper.s .... 

The first two lines of the excerpt can be taken as a summary of lines 

one ta faurteen in the paem, where the narrator reflects on himself 

and his "decayed house." But -the third line quoted seems to have no 

connection, and the fourth and fifth send us shifting again. What have 
, 

the ideas ta do with each other, and why the randomness? The style 

is fragmented indeed. 

1 mentianed allusion, in the previous section and said it 

participated in the three kinds of fragmentation discussed there . 
. 

All usions are again present. In the quoted passage, "We wou1d see a 

sign!" is a quotation from Matthew 12:28. "The word withfn a word, 
" 

unable' to speak a wor<;l, 'Swaddled in darkness" 1s an adaption from 
4 

Lancelot Andrewe!" Christmas Day sermon in 1618. "Christ the tiger ll 
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brings ta miod a poem by William Blake, and the next line is a condensa­

tion from The Education of Henry Adams. "To be eaten, to be divided, 

ta be drunk" alludes to the bread and wine of the Eucharist. That 15 

-i 
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an amazing assortment of references for a six-line passage. The question 

is whether and how the snippets fit together. 

If we analyse t~e shifts throughout the poem they will fall 

into the three categories discussed in the previous section. First 

are the shifts in action or plot development. The lines quoted above 

move erratically from the old man ta 5igns, to the word in darkness, 

ta Chr..ist the tiger, ta depraved May, and on ta variaus other' tapies. 

That is a far cry from traditional plot development. 

The second kind of shift the poem offers is temporal. To 

sorne extent temporal dismemberment enters the above allusions. The 

Bible passage natura11y carries us back to New Testament times. We 

picture the encounter of Jesus and the pharisees where the sign was 

first demanded. Andrewes' sermon was preached in 1618, and the Blake 

poem came a century later. The Education of Henry Adams was published 

in 1918, and the Mass has a status beyond time sincé it has been 

instituted down through the ages. Following immediate1y on the quoted 
, 

passage is a list of people in the midst of variolls actions: Mr. Silvero 
Il 

"walked ll
; Hakagawa IIbowing"; Madame de Tornquist IIshifting"; Fraulein 

von Kulp IIturned ll
; and then the present tense, III have no ghosts. 1I 

... 
When do these actions happen, and does it matter? At ~hat point in 

time are we te stand as we read the poem? It seems a poi nt wi th a 

great deal of mobility. 

Final1y there are spatial dislocations. Henry Adams, in the 

allusions above, is American, Blake Eng11sh. Andrewes preached at 

court in London, and Jesus in Galilee. In other parts of the poem we 

, 

r. 



e· have mention of Thermopylae, Antwerp, Brussels, Limoges, the Polish 

Corridor, Belle Isle, and Cape Horn. Names further expand the 
Il 

geography: De Bailhache, Madame de Tornquist, Fraulein von Ku1p, 

Mrs. Cammel, Fresca, and Hakagawa. We are even--

... whi rled 
Beyond the circuit of the shuddering Bear 
In fractured atoms. 
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Those relativisms say something. The basic classical doctr;n~ 

is that art ;s the imitation of nature. One should be able to hear the 

music of the spheres ;n a poem. This poem is not imitative harmony. 

In line after line there i.s evidence of dissonance and disco"rd. If 

,that is imitation, and 1 am sure it is, El iot has a low opinion of the 

universe. 

While it 1$ true that fragmentation enters the structure of 

"Gerontion" with a force never before equal1ed, it ;s also true that 

unifying techniques are being applied with unequalled vigour. A proof 

that "Gerontion" is an artistic whole would be tedious. 1 will use 

the matters we have been examining ta show that unit y is indicated. 

Stream of consc i ousness El iot had used in "The Love Song of 

J. Alfred Prufrock" and "Portrait of a Lady," but he al10wed it ta 

languish. In "Gerontion" it is back with a new assurance. What the 

poem 1s is not' a set of actions arranged in a plot, nor is it a mood 

piece. It is stream of consciousness. In case we miss that fact, Eliot 

states it explicftly in a coda: the poem is thoughts, "Thoughts of a 

dry brai n', in a dry season. Il The technique can be considered under the 

two aspects of "stream" and "consciousness." We .çan see it as a flow 
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or arrangement of thoughts, or we can regard it from the point of view 

of thought content. Both aspects have a unit y new to the poetry of 

this man. 

The flow of "Portrait of a Lady" was much simplified by the 

presence of the lady. We hear her conversations as they actually fall 

on the young man1s ear. Speech has a logical order that thought -often 

lacks. The conversational element, therefore, ~ives the poem a 

structure to which the man1s other thoughts may cling, and the reader's 

task is th~reby made reasonably easy. 

"The Love Song of J. Alfred Prufrock" has a female foil also, 

but she says nothing except in Prufrock's imagination. There is there­

" fore no straightfor'ward 'and obvious action between characters in which 

to frame the flow. Furthermore the mind of Prufrock ;s a devious one, 

Because of his'.personality he cannot face certain situations and ideas. 

He approaches them by what several writers have cal1ed indirection: 

rather than touching on various central subjects his mind goes around 

them. We must give as much attention to wh.at he cannat think as to 
." 

what he does allow himself to considere 

Because of the nature of the situation, then, "Portrait of a 

Lady" is overly simple 1n its technique, and because of the nature of 

the,main character "The Song' of J. Alfred Prufrock Il i s over l y 

difficult. s between. No words are heard that act as , 
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a framework; yet, on, not devi ous but enti re l y 

open. It has what Wil1iamson calls "unflinchtng honesty.1I6 Eliot has 

found that' j,lend of Chï and method that ,gi ves purity in technique. 



The second, aspect of stream of consciousness ;n which to 

look for unit y ;s content. The content of the mind Eliot has created 

in "Gerontion" is far more difficult than the con~ciousness of either 

earlier stream of consciousness poem. Gerontion thinks much more 

deeply about much more difficult matters. The young man in "Portrait 

of a Lady" has little in mind beyond his own ego. Certain pass?ges 

reveal him us;ng dev;ces to prevent think;ng. He ends in retreat to 

an aesthetic question. Prufrock is too busy avoiding thoughts of the 

lady friend and his own relation to her to do any real thinking. He 

too ends in a retreat to aesthetics, though ~€ considers it an unsatis­

factory solution. Gerontion, a little old man drying up in a decayed 

house, ;s not bothered by women but by life. He is g;ving open consid-

eration to the meaning of existence and is fearlessly facing the possi-

bilities. "Gerontion," then~ is a purified technique applied to a 

mature subject matter. 

Before continuing the search for unit y l want to say a word 

about the association method. Suppression of connectives 1s a dangerous 
1 

tool if unit y is the desired end. In the first place, the reader may 

not find the unifying principle. And second, he may find the wrong one 

and assemb 1e the parts in a way that was uni ntended. Even though the 
\ 

poet may give hints in the body of the poem of how he wishes the pieces 

assembled, when he makes no explicit unit y himself, there is no way of 
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disproving a construction. One critic of "Gerontion" has noticed the 

gul1s, Trade-winds, sea places, and lists of foreign -names. He concluded 

that Gerontion had been a sai~or and that these things were fragments 

of his experience. That is a possible reconstruction but it fal1s short 

1 

\ 



t 
of giving the bits and pieces meaning. 

are unified by their very universality. 

The lists of people and places 

There is no one anywhere who -

does n~t face the problems Gerontion is considering. All know a touch 

of beauty, a taste of sordidness, fear in rejecting and being rejected, 

and all in the end face dissolution into non-being. 

Allusion, the association method, and mood and tone were 
, 

closely interrelated in the pre-1919 poetry. Allusion sometimes worked 

to produce unit y through a suppressed connective an~~metimes did 50 

more through mood and tone. In "Gerontion" the three are 50 worked 

together that it is virtually impossible to dist1nguish them, and it 
f 

is c~rtainly unrewarding to do 50. As 1 continue my illustration 'of"' 
,/ 

un ity, l wi 11 Qi sc uss them together. 

"Gerontion" can best be distinguished from its predecessors 

in the way its allusions work. The earlier poems, as was seen in the 
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previous section of this chapter, use allusion as one side of an associ­

~tion that 1s held together by a suppressed connective, and suppressing 

the connective was meant to show similarity and difference at one and 

the same time. Sweeney, for example, was ardat the same time was not .. , .......... ~ . 
Agamemnon. The allusions in "Gerontion ll are not the same stratghtforward 

comparisons. It is not the case that Gerontion and h_is situation are 

being compared with and contrasted',to the Word or Christ the tiger .. . 
Rather the mind contains the allusions, and they are supposed to inter­

It 

, , 

relate with the ather thaughts of his braip. This leads to three important 

cancl usions about unit y . 

, 

In,the first place, there 1s a new singleness of location for 
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the reader's attention., The poem is "about" one thing. All the other 
1 . 

poems of E1iot's Po~ms 1920 volume used the association method ta double .. 
the movement of the poem~ l~ere 1s the physical action of Burbank 

descending at a hotel, then procuring and 1051ng the pr;ncess; but 

e that action is the movement of thé narrator's mind as he looks 

Burbank's shoulder, remembers the past, and either snickers or 

sni The reader must give his attention to bath foc; of the poem. 
l 

The \ .\ eator of IIGerontion ll no longer feel s the need to take upon h1msel f 

the c dit for an active mind. He has stepped'completely out of the 

picture and leaves the reader with an undistracted view of Gerontion's 

mind. In hav;ng a single centre for attention the poem is naturally 

more unifjed. 
f 

The second unit y is emotional. The allusions are now a part 

of the principal character instead of being imposed by an outside mind. 

That gives a se~iousness not unlike Prufrock at his best. Prufrack, 

though, made occasional descents into mawkish comparisons. Tha~ lef~ 

him double-minded, almost as if the later' double movement mentioned in 

the previous paragraph had been placed witbin a single'mind with a split 

personality. Subsequently he took the two halves and put them, one 

each, into a character who had the problems and a narrator who did the 

mocking. IIGerontion" el iminates the irrmature narrator that the earl ier 

works had separated out, and the result 1s a psychological unity. 

IIGerontion, Il therefore, is an emotional whole unblemished by poor use 

or inadequate control of the allusion, the association technique, or 

the mood and tone that bring it about. 

The final conclusion has ta do with the function the various 

\ 



techniques have in the flow of the poem. Before making my point I must 

defend the poem from one,of its attackers. 

F. W. Bateson says, 

The·difference between the allusions of "Geront1on" 
ta A. C. Benson, Lancelot Andrewes and Henry Adams 
and the more or less l earned quatations and refer­
ences in The Waste Land is that the former are 
essentia11y private (their function is simply to 
supply Eliot w;th poetic material), while the 
latter are public (their function is ta supply a 
poetic commentary on the modern world and they 
must therefQre be recognizable by the modern reader 
of poetry). { 

"Private function ll is close to a contradiction in terms. A private 

reference in a poem is one which has a special meaning for the poet 

because of his own private experiences, a meaning which is l~st to 

everyone else since they do not share the experience. Such a reference 

mày have an intended function, but since it does not transfer the 
. 

intended meaning ta the audience it is not a functional element, ~nd 

probably should not be spoken of as a function at all. 

Even if we accept the bracketed definitions of private and 

public function, Bateson is still wrong. The diffe~ences between 
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"Gerontion" and The Waste Land lie in matters like singleness of emotion 

and unified point of attention. And those are differences in which 

"Gerontion" is by no means inferior. The similarity between the two 

poems lies in what Bateson calls private and publit function. 

It is true that the reader does not need to recognize that 

the eigh;teenth and nineteenth lines of "Gerontion" conte ~rom Lancelot 

Andrewes' sermon in order to gain an appreciation of wha,t Eliot is saying. 

That is what Bateson seems to mean when he calls lt a private function. 



; 
1 

However, to my mind, the allusion is also public. The reader simply 

must understand that the lines refer ta the Christ, even ta the v;ew 

of Christ given in the P~oloQue to John's Gospel. Withaut that 

knowledge the reader is lost. 

~ The same can be said of the Marie passage at the beginn;ng 
1 

of The Waste Land. It;s public, as Bateson would have us believe" 

in that the reader must understand it as being spoken fram the bored 
~ .. ) 

empty spaces of upper or upper-middle class sac~ty if he is to under-

stand the passage's presence in the poem. The reader must also l;nk 

its content with the stirrings of dull roots in a previous line. But 

in no way ;5 it necessary ta knaw the idea cornes fram My Past by 

Countess Marie Larisch. By wha: Bateson says, that should make it a 

private allusion. And that would make the two uses of allusion very 

s imilar. 
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If the- functions Bateson mentions show "Gerontion" to resemb1e 

The WasœLand, and indeed the earlier allusive poems also, what is the 
, 

functional nove1ty of this poem? There must be samething new there 

if r am ta claim a new unity' of functioh.~ 

"Gerontion" places its allusions right in the flow of the 

action. They advance the "plot," if 1 may call the mental flow of the 

stream of ~onsciousness by that title. This 1s unlike the earlier 

poems. The immedi'ate predecessors used allusion ta produce an ideational 

ove'rlay ta the action. And "The Love Song of J. Al fred Prufrock," one 

of his ear1iest poems, usse allusion ta deepen the ~eaning rather than 

to advance tQe action: 

? .... ? ...... ----------------~_ .. -



! 
? 

Would it have been w~rth while; 
To hav'e bitten off the matter with a smile', 
To'have squeezed the universe into a ball' Q 

To roll ft towards sorne overwhe1ming question'8 
To say: Il l am Laza r,us, come from the dead .. ~ .. 

The allusions here say nothing really new as we move from one line to 
.. • " '0 
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another. They say the same thing in severaiJways. The action eddies ) 

around them and cornes. virtually to a standsti",. Each allusion is a 

pause, an aside, before the plot resumes its f10w. The flow in 

IIGerontion" never pauses. If allusions are made to signs and wonders, 

Christ the Word, or Christ the tiger, each is an :introduction of',s.'lme- • 

1 thing new and each something rooted in what went before. Th~re is no 

circling, no repe~it;oll:: each ;s an allusion, but each is action that 

advances the plot. 

In summary, the points 1 wou1d make are these. The poem is 
~ 

a happy, un;(j~ of charader with the 'stream of (,.on~(.iCMA~"It\s method. It 

has a new maturity of content, a singleness both of viewpoint and of 

point,of interest, an emotional unit y, and a complete integration of 

all techniques from stream of consciousness, through the association 

method, mood and tone, 'to analogy, into the movement of the piece. No 

"Eliot poem before or since has had such a straightforward,.powerful 

~'movement nor such an art;,~tic 10gic. 

" 
o _.~~/ lAesthetic Completidr 

(J 

1 

l have demonstrated the spatial, temporal, and causal disinte-

gration IIGero,ntion li portrays', and 1 have shown-something of fts aesthetic 

unit y, g~ It remains to show haw these two concepts relate within Eliot's 

pti'1losophy of life. To do that more must b~ said about the possibl1ity 

" of a real reintegra~ion of th~ world's shards. 
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The poem discusses disintegration both from a personal and 
, 

, from a somewhat"objective point of v.iew in that it gives us both what 

Gerontion fee1s and what he observes. Paragraphs one and two (t~e two-

.; 1ine coda) act ahn introduction to the man and his circumstances. 

Paragraphs three and four give us his h·;'story and his observations 
r 1 

about other people's histories. The next three paragraphs form the 

body of the poem. There he orders history into an argument comple.te 

with rl:!etorical climax. Par~graJ11eight an. the final two-line coda 

give an emotional reassessment of what it a11 means. 
", 

~ r .... "" 

"'. ~We learn from the introductory paragraph, and a few hints 

given elsewhere, that Gerontion is an old man without fa me , without 
'i. 

fortune,fwithout frienss, whose very senses have faded away. Three ~ 

times he denies a11 claim to fame and do~s so emphatically. He ha~ no 
1 
t 

fortune, for the housQ)dn which he 1,hes-, a rent~d one, is "decayed, Il 

and jts landscaping is somewhat less than auspicious. He is friendless, 
\ 

,for those around him he describes in impefsonai terms''-{a nameless boy) 

or wi th tones of contempt ("the woman, Il "the Jew"). The words of the 
. -

~ third paragraph do not seem very personal at first glanGe. They pose 

as an objective view of the signifi~ançe of Christ. The pàragraph 
! 

opens with a challenge: "We would see a sign! 1. The answer to that 

challenge is the silent Word, th~ baby unabre to speak a word. But 

, that answer ;s not as power1ess as it would seem, for it is a1so 

t Christ the tiger, possessing all the "absolute unapproacha~ility", Otto "1' 

,~ 

describes in The Idea of the Holy.9 .'t. >" 

,.( 

Those lines are d'réssed in impersonal appearanc~t but they 

are persona1. , ~ 

The emotional movement within them' indicates .thàt. 
1(/ 

The 



rhythm of the fi rst 1 i ne i s brash. Eve~ the nasa l final consonant i s 

cRopped py the exclamation mark. Then in'mid-paragraph the rhythm 

changes abruptly. The 'V' sounds of that second sentence act as a 

brake and cteate a ritardando. The mood becomes not sombre, but 

studious, thoughtful, and more, than that. It is the "stupor ... filljng 

. the mind with blank wonder and astonishment" that Otto has described. 10 

Then the mO_~Jment quickens into "tremor",llat the presence of the tiger. 

Throughout the passage there ;s no hesitation, no grasping to describe 

from outside. The tone control indicates personal knowledge of all 

those things. Gerontion's life was not always empty. He has known 

something of challenge and something of the two sides of wonder. 

~\ The next paragraph continues hi s hi story. It shows hi s 
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numinal sensibiliy, a,ld those of -a few acquaintances, in ~ecay. Sacra­

mentftl terms are still used but are now mixed with negative concepts 
p 

or alternate secular values. May is "depraved" with intimations both 

of ~udas' betrayal and of a gui.lty beauty. The Mass enters, 1s cheapened 

"among whispers," and finally transmutes or decays into beauty of 

Limoges pottery which iS "caressed" and of' paint1ngs which are "bowed 

to," itito the occult, and into culpable posturing. The threads of the 

religious lives of Gerontion a~d his acquaintances have disappeared one , 
by one until, like Job, the shuttle of their lives is empty and .without 

"r' .( , hope. 

A 

Paragraphs five through seven are bound together in that they 

are directed ta an unnamed listener wham 'most cri tics have taken to be 

(hrist the tiger. That is certainly the case in the seventh paragraph, 
(,> 

• 
where no other explanation of the "you" will quite do. <, To assume a 

./ 

---_ ..... _-~~ - ~ ---

.. 
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different referent in the preceding pair of paragraphs wouldlbe an 

unnecessary complication. Paragraphs five and six are held together 

by their fîve-fold use of the verb "think." They are kept apart by 

the addition of "at least" to the verb in the sixth. 

Paragraph five asks whether there is forgiveness for one who 

has k~own Christ and fallen away. The question is not asked as if 

information were being sought but as if the negative answer were 

expected. Then three arguments for mitigation are presented. The Q 

first points to the numerous deceits offered us by history. The words 

allude ta the contrived Polish Corridor of modern history but, in 

p1acing the lines 1mmediately after his own personal history, Gerontion 

must be remembering his degeneration through proffered lessons in 

beauty, mystery, and sensuality. The fault, he is sayin~, is not the 

indiv;Qual lS. Our natures are open to tao many attractions. The 

second argument; elaborated four ways, states that the gift of religious 

"k~edge" or experience 1s inevitably <given in the wrong way or at 

th? wrong time. Blame for rejection of that 9ift ,cannat be placed 

fully upon us but upon circumstance. The final argument, beginning 
\ 

at the third "think," is cl~ely allied to the concept of salvation by 

works. There is no salvation here, says the argument, for there is 
. 

never purity of motive or result. Al1 three arguments are en~apsulated 

in 'the fi na l dne of tfle paragraph: "These tears are shaken from the 

wrath-beari ng tree." These shortcomi ngs are not our own but are the 

result of Adam's transgression in eating fruit shaken from ~he tree 

of the knowledge of good and ev;l. We are not culpable but subject ta 

Original Sin, or, a word Eliot may have preferred in 1919. Fate. 
'.. 

( 
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• The arguments are fruitless. Gerontion knows he has been 

found wanting despite his pJeas; The tiger springs and devours him. ,... 

Nevertheless, there ts no thought of submission. IIWe have not reached 

conclusion,1I he ~ells the tiger. He has not rehearsed his thoughts 

and created this poem purposeless1y. Nor has his purpose been appease­,"" 
ment of "backward, devils. Il Exactly what he means by that ttrm ;s 

unclear. Perhaps he has in mind ghosts of his past, or perhaps he 

means to deny that this poem is a confession with a view to ~bsolution. 

III would meet you upon this honestly.1I he says in atone that 

mixes exhilaration and defiance. "I that was near your heart, Il he 

continues, "was removed therefrom." The passive voice should nat be 
It 

over-stressed; but a note of injured innocence may linger there as if 

the removal were not his fault but something forced upon him. He goes 
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on to say" he has lost hi s II pass i on. Il The word here means hi s love of 

Christ rather than his intense emotions, for he the~ goes on to ;ndicate 

that his other passions have all been adulterated. Why. he is asking, 

should his passion fbr Christ be different. In a final thrust of 

scorn he reaches h;s climax: he is old and even his five senses are 

gone; what is there left with which to contact God? 
, < 

The eighth paragraph reveals Gerontion's attitude after that 

grand dismissal of Gad. The movement is"by no means a IIchilled delirium. 1I 

If ît is a delirium at all it ;s an exalted one. The tone is soaring, 

the mood one of freedam. The cont~nt speaks of scattered atoms and of 

birds shattered by tpe snows and claimed ~~ the sea; but the slow rise 
, 

and fa 11 of the rhythm shows that--

... an old .man driven by the Trades 
.~o a sleepy corner--

( i 
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;s a p;cture of contentment. He is satisfied, not by things as they 

are, but with his pOeTrr, his construction, "this show." . ' 

~It is difficult to decide what tone the final coda deserves. 

"Th,ughts of a dry brain in a dry season" could be regarded as a 

rejection of the emotional contentment that has gone before, a counter­

statement, similar to the end of "The Love Song of J. Alfred Prufrock" 

and "La Figlia che Piange," that aesthetic unit y is not enough. That 

is unlikely though. The exaltation and contentment of the previous 

lines are spoken with such strength that theyare virtUilly indestructible. 

A more likely interpretation would s~e thelr reconcl1iation spreading 

into the coda until the final 11ne is stated with the sa me contentment 
l' 

and feeling of completion. 

That interpretation tells us something of Gerontion's philo­

sophy of life. It also contains clues in our search for thoughts of 

reintegration in the real world. The poem gives Christianity considera­

t'lon as a possible,',means of unifying reality. For that reason 1 must 
< 

now give careful consideration to the Christianity implicit in tne poem. 

There are three things t~at must be said about Gerontion's 

picture of Christianity. The first concerns Christianity's metaphysical 

status. The second thjng is an e~amination of what Gerontion considers 
1 \ 

Christ's work ta be. The third concerns the boundaries beyond which 

that work is ineffective. 

~ It is interesting to notice the metaphysical status Eliot has 
. 

given felt~i~us answers throughbut his early career. ~n "The Love Song 

of J. Alfred Prufroc~' there was 1 ittle ta indicate what he felt about 

( 



Christianity. He did find it useful poetically since it gave him a 

means of cOlllTlunicating concepts ta a large audience. "The Death of "-, 

st. Narcissus" in 1915 was little different. Per-haps it Jndicated 

sorne shred of belief, but more likely he wavusing the Christian myth 

in much the same way H.D. used the Greek ones. The way he confounded 

the Greek Narcissus myth and the Christian saint made the latter more 

probable. "The Hippopotamus" and "Mr. Eliot's Sunday Morl)ing Service" 

admitted the existence of value somewhere in thristian tradition or 

thought. There existed "unoffending feet," but whether Eliot thought 

of them as a great idea or as an incarnate rea1ity was not clarified. 

When we come to "Gerontion," the tone of the piece gives 

three strang indications that the Christian religion is based,on a 

metaphysical reality and is no mere idea. The first indication is 

found in the mood of the whole third paragraph. The ward that ;s 

"swaddled in darkness" and "Christ the tiger" do not radiate the kind 

of feel ing onE' would have towards an idea or ideal. In the second 
) 

place, the words of paragraphs five and six cou1d be addressed to onels 

own created idea rather than a real Christ, but the emotional strength 

of the succeeding paragraph ("I would meet you upon this honestly") 
-

makes that highly unlike1y. A third indication of metaphysical reality 

is the trauma the desertion of Christ i.nvolves. The fourth paragraph, 

the one~showing the fall away from that first religious knowledge, is 
, 

full of guilt- and sin-ridden overtones. An ideal when deserted may 

produce emotional disturbance, but that will happen on1y at the time 

of desertiun.and not years later when the ideal would be considered 

dead. The emotional pitch of the paragraph better fits an alternative 
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still considered real even when it must finally be rejected as too 

demanding, Exactly how Christianity is tao demanding will come up 

shortly. 

The second aspect of Christianity which needs some brief 

a~tion is the work of Christ. ·Throughout the poem Gerontion shows 

himself far more aware of the tiger aspect of Christ than the lamb. 

Gerontion is not considering propitiation, expiation, or any kind of 

atonement. T.herefore Christ evokes feAr. The only hints that Christ 

is or has been more than ti]fr, that he has a function other than 

rending, lies in obscure hints like the word swaddled in darkness, in 

the memory of an Il 1 tha t was nea r your hea rt, Il and in the Ma 55. There 

are implications that the Eucharist has validity if and only if one 

is not removed from Christ's heart. 

That raises the third matter. When;s it that one ;s subject 

ta Christ the tiger rather than to Christ the la~b? Howa person is 

removed from Christ's heart is not clarified in the poem. There are 

indications that what is sacred can be profaned, can be lost amid 
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distractions and alternate values. It is nat simply a matter of becoming 

sinfu], fo'r all men are '~ndër the "wrath-bear;n9\-1:ree. Il Nor is it a 

matter of ev;1 works, for no other klnd is possible: 

... Unnatural vices 
Are fathered by our heroism. Virtues 
Are forced upon us by our impudent crimes. 

Cl 

In the second place, it ;s not made clear whether reconciliation with 
, 

God is possible once one has oeen removed. The ward "concitation," an 

Eliotism for "stirring Up" or "exc itati()n," is an unreliable indication, 

for it 1S not,his love for God but' his "backward devils" Geront:ion 
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thinks to stir. Nevertheless there is one good indication that atonement 

is possible. Gerontion says, 

l ha~e lost my sight, sme11, hearing, taste and 
touch:~ 

How shou1d 1 use them for your closer contact? 

I have remarked on the note of scorn within that rhetoric, but behind 

the question is an assumption, on the part of the "you " who ;$ addressed, 

that closer contact is possible. Gerontion's brand of Chr;stianity 
~ 

seems not to be some present-day form of Donatism. 

f' , 

Gerontion's decisions are based on certain observations of 

the world and of his own position in it. What he sees there is what 

1 must now analyse and then relate to the view of Christianity he ho1ds. 

Paragraph five and the first line of six are in the first 

person plural. Gerontion has knowledge of himself and others both. 

It is through that knowledge that he cornes to much the same conclusions 

as the psalmist: 

There is none that does good, 
no, not one. 12 

} 

Goodness? he feels is a physical impossibility in our fallen world 

(lines 44-46), and even the possibilities we are offered have an unfair­

ness about them (lines 37-42). In the physical world the Polish Corridor 

;s a "contrived corridor." Contrivance, it ;s imp1ied throughout, is 

the most any of us can make from our atomized universe, and then our 

jury-rigging on1y "deceives" and "guides ~s by vanities. Il Gerontion 

has mana~ed not even contrivance. He has lived iife through, and what 

has he made of it? He has no friends, no material possessions, no fame 

or deeds of valour to give him mean;ng, ~d now his senses are dimmed 



to nothing. Before him is death and final dissolution. Here is life 

so empty.that there ;s little left to be called fragmented. 

In the face of that universal disorder, Christ the tiger 
-

enters with what Gerontion must feel 1s a demand for reconciliation. 

What Gerontion needs is relief from-his burdens. What he must feel , 

is offered is the final weighty straw. For reconcil;ation~ppears to 

him to leave the world unchanged. He will still face death. The 

outside world will still be dragged hither and yon by the insalubr;ous 

sinuousities of history. Men, all men, will still be trapped in 

Original Sin with no possibility of pure action. There will still be 

the unfairness of blame wher~no pérsonal guilt lies, and he himself 

will still be a cipher, destitute of worth. In fact,'a return ta 

Christ's heart would, as Gerontion sees it, be an acknowledgement of 

his own meaninglessness, and admission that he has been and is nothing. 

Through atonement only one thing would change: his present 
-

isolation. His acquaintances h~ve been whirled away fram him and from . 
Christ he has been removed. A return to Christ would at least break 

that closed circle around his being. But at what cost? It would force 

acknowledgement of al1 that ;s around hi~ of a11 the fragments his 

clo(ed circle has kept out. It would b~l admission that his 
1 

world i5 as it is, and there ;5 nothing he can do about it. Whether 
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or not Gerontion's understand;ng of Christianity i5 complete or adequate 

is pot the point. The point is that, as he sees the situation, a 
. , 

return to Chrlst's heart means the denial of unit y in the un;verse. 

Since Eliot's purpose has always been real unit y, he naturally 

( 
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{ 

has his created èharacter turn away from such a proposition. Instead, 

Gerontion choases ta retreat from.bath the material confusion and this 

spiritua~ dilenma. He is quite willing ta admit the reality af the 
. 

material and spiritual spheres but, since faced with what seems 

irreconcilable difficulties in both, he denies them ultimate value. 

No answer short of unit y can be ultimate for him. He will keep the 

ci~cle of being closed and build a poem, ~ ideal structure, from the 

pieces of his experience.. By imposing arder where nine exists he will 

have created unity. It may be mere idea, but it will at least be 

self-affirmation. 

, 

1 J 
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CHAPTER VII l '. 

THE WASTE LAND (1921-22) 
{J 

.4 

So much has been written on The Wàste land that it is difficult 

to be original. Worse still is the length of the poème What this chapter 

posits is said too briefly for every point in the argument to have full 

documentation and defence. 

l'f the ânalysis of "Gerontion" outlined in the previous chapter 

is correct, that poem is a rejection of Christianity. Not that it is a 

denial of the metaphysical basis of its belièfs. The poem is, in fact, an 
..... 
affirmation of that. To Gerontion ~hristian;ty ;s no ens rationis. He 

might or might not wish to question sorne of the component doctrines, but 

on the whole he seems to concur intellectually that they express an actual 

state of affairs. Rather, the poem is a rejection of allegiance. He will 

not give his heart. To put it another way, a person who stands within the 
î 

tradition Gerontion is rejecting would call him perverse rather than 

ignorant, for the poem shows him knowing the right but wilfully turning 

his back upon it. Gerontion understands the beliefs (or many of them), 
r • ,_ 

considers them val id, but. has not made the 'commitment of faith. 

What general1y fol1ows rejection of allegiance? A rebel existence 

is possible, or possible for a wh11e;-but in the end some less negative 

pattern is more likely. Afte~ all ,'if, as seems to be the case, the rebel 

must affirm that against which hè rebels in order to deny it, it would be 

less taxing to try something else. There are three pattern~ that could 

, 
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unfold under such conditions. ~ The belief could be set aSlde in one manner 

or another 50 that the character could relax his aggressive posture and 
" 

slip into a life without commitment~ Or again, a different set of beliefs 

to which allegiance could be given might be found or created. Thirdly, 

, the rejected belief could be re-evaluated and accepted with or without 

some modification. 

Critics have interpreted Thé Waste lànd in all three ways. This 

thesis contends that thouqh element~ of al1.three patterns are present the 
[) 

poem does not belong to any of those three c?tegories. The poem stands 

at th~ cross-roads. and the choice from among the various ~ossibilities 

has nct yet beEffi made. The poet and the h~ero"are in a state of indecislOn. 

If the options they see were stools, the~would be in the midst of a great 

number and firmly planted on none. 

Each of the three patterns has more than one option. The pattern 
~ 

of setting belief aside and living without commitme~t has two mai~ options: 
( 

anarchism and resign~tion. Alternate beliefs are many. Some, l,ke aesthetics 
\ 

and asceticism, Eliot has already exami~ed; but others, like myth, have 

something new about them. Re-evaluation of sacramentalism could concentra te 

on the same partial understandinq as Gerontion. It could develop a fuller 

understanding, or it could lead ta any number of other "-isms" within 't,he' 

sacramental view~oint. 

Many of these various options are important enouqh for separate 

treatment in this-chapter. A11 but one stand before the poet and his persona 

as possibilities. Sorne may be more favourably treated than others, but no 

decision has been reached. Criti~s who say there is a decision in the poem, 

or even a strong possibility that a particular option will be taken, ~;e 

wrong. 
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Anarchism 

This and the following section are closely related. In order 

to show the manner of their relation something should be said of what 

the two sections are to accomplish. There are five points to be made. 

In the first place it must be made clear that anarchism and re~iànation 
, 'r 

are two options wit~jn the first pattern mentioned above. In the séçond 

place it must be s~own that the first pattern is one of the dom;nant~ 

possibilitles in The Waste Lans!,.._~1hirdly, it should become obvious that 

though the two options within the pattern ~re quite sim,lar in sorne ways 

there is a world of difference between their implicat~ons. Then, toward 

the end of this section anarchlsm, the first option, will be explained 

more fully and dismissed. Finally, in the following section, it will be 
f.l 

shown how.one interpretatlon of the poem that appears to be the anarchistic 

option îs really an example of resignation. 

Mention was made of three patterns that could' unfold once the 
\ 

strain of r>ebel,lion weakened the wllJ to rebe,\. The first pattern menti(iJned 

was .belief set aside in one way or anothe~ 50 that the character could slip 
~ 

comfortably into a life without commitment. There are two principal ways 

of doing so. 

The most obvious way would be to dism;ss the belief outrightly, 
( 

to deny ~t any validity, and thereby break its hold. Doing sa without 

recourse to other bel iefs as Il coun teragents Il means a 1 He no longer subject 

,to the demands of, or perhaps even, the desire for, unit y answers. Free of 

outside rule, the option could be cal1ed anarchism. 

,1 ~ 

1 

1 
\ 

The second option ;s more devious. Here the mind may allow itself 

to become compartmenta11zerl' joto two portions. One compartment would continue 

ta hOld the be1ief, either accepting it or rebelling against it. The other 
1 

'j ... " ,..,.-
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compartment becomes totall.y unrelhed\ 1 iving without commitment, be.1 ief'~ 

fact and acknowledges 

: '" ... 
This is, a .fo,rm of resignation s.jl'lCea it posits a. 

~, f\ C \. 

its truth with one part of the ~\ind, ,but refuse! 

e·, or ultimate mea'ni I1g. 

l ,_ 

------- - _______ to_u~e it in the whole of life. ' Further consideration will be given to 
-~ --~ ----

" 

- --- --. 
the two options after something more has been said of the general pattern 

of which they are components. ". 
'{ 

" ".'[ 
The pa~tern of setting belief aside may not be the mo§t immediat~~ 

ty obvious eleme~ in The Wq,ste Land, but it makes its pres€nce felt~n 
1 

certaln ·ways. It is, in fact, a dominant element of the poem, as will now 

l , be shown. 

The poem dwellslon the setting and·things of-the setting rather' 
(] 

tnan on the'meaning or belief that pulls abjects !nd attitud~s into unity. 

There are river scenes, desert scenes, city·scenes, pub~ and boudoirs, 

'all with only tenuous connections. Maxwell puts it this way: 

What must strike th~ reader most forcibly 
about Poems 1920 and The Waste land is 
their insistence on the ~etting. Temporal 
human affairs are presented direct1y w;thin 
this setting, while the;r spiritual signifi­
cance is 1eft implicit, in the imagery and 
in the allusions to past literature. l 

In its insistence on the centrality of tnings, in the re~ulsive 
• 

quality of those things, and in the fragmentation implicit throughout, 

The Waste land resembles "Preludes" and "Rhapsody on a Windy Night," two 
\ - • 

poems whi€h are called imagistic in a~ earlier chapter. The'word imagistic 
2 

recalls Pound's Irnagisme, his "dfrect treatment of the 'thing,'" and the 
) ~ 

lwhole movemenl in the poetry of the peri?d a'ffay from ':specal~tion" toward't~ 
'. 

the physically tangible and Qpt1cally apparent. In (its ('ins1stenc,~ on 
~ é 

setting" The Waste land seems to be followinq that trlald. 

/'" 
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Yet it,'must not be thought that imag;stic tendenciês are the 
\ 

on 1( thi ng the poem passes ses. Nor does the~.r pre~ence netes sari 1 y 

decree that the poet has set, is se~ting, or will s~ beliefs aside. It 

is possible that the poem is followihg a this-worldly trend, and it may 
-

be doing so because the poet and his persona are about to walk away trom 

unit y answers. Nev~rt~e1ess, imagistic elements do not ensure such to 
,T 

be the case. "Preludes" and "Rhapsody on a Windy Niqnt" were imagistic 

but made no statements about belief. They were describing the condition 

of the ·world as Eliot saw it. They expressed horror at that condition, 
1 

and that horror at that condition is what launchèd El lot on a quest 'for 

answers. They were prel iminary to bel i ef, or at least'to a search for 
~ 

belief, rather than expressions of no belief. If The Was te Land is a 

return ta the imagistic condition, one~might assume it ta be an empty-

handed return; but it miqht equally we1l be pre1iminary to a renewed 

search. 

Certain1y Maxwell in the above quqiation is not univoca1 in his 

emphasis on physical objects. After men~oning E1iot's stres·s <Hl setting " 

he does not cease speaking. He cO{ltinue,s, an~ talks of "spiritual 

significance." By doing so he implies that there is more ta the poem t~a.n 
J 

,'4-

setting aQd that what Eliot is really interested in is not the setting at - . 
1 

-a11. The poet may even be holding the setting, the people, and ,their 

condition up for us iQ ridicule 50 that we will be forced_ to go beyond 

the thing.itself. That is a possible elemt:mt 'in the poem and one to whi.ch 

) Eliot is, l am convinced; giving full considenation. But he does not 

make up his mind, and imagistic considerations âre a1so there. Rain has not 
l ". 

fa11en by the eDd of the poem, and we cannot be sure it ever will fall. The 

indecision with which the poem ends i$ symbolic. 
1 \ 

.. 

.. 

r 
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The point to be made is this. The poem i$ prior to decisipn. 
> 

A great many options face the, poet. He may set a 11 bel i ets as i de one 

way or another, or he may fasten on one; but the time is not yet. In 
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-- ~tbe. meanwh ile hE! i s keepi n_g hi s options open, and orff of the mos t obvi ous 
" 

options 1S the dismissal of'beliefs. 

\. 

1 would now like to return t~ the two options within the 
. 

imagistic pattern in orde~ to contra st them and show the importance of 

the differences between them. The importance lies in the implications 

they have for my interoretation of "Gerontion" and E1iot l s subsequent 

development. 

Resignation is the view that Eliot in ~Was~~Lan~ is about 
~ 

ta resign from and give up his quest for an obJect of allegiance, or that ' 

he a.t 1east leaves tlJ,at an open option. If such a decÙ;ion had been made 

or were about to be made, it would imply that Eliot had d@cided the pursuit 
, . 

of ultimate answers is too difficu1t and he will live with the penultimate. 

Such a decision would mean that the trek period of Eliot's life 
! 

ended wlth "Gerontion," and The Waste Land ~hows t:he,poet settlinq down in 
'> 

the wil dernesj; of modern 1 i fe tha t withi n a few months h.e was to ca 11 
3~ 

"futility and anarchy." Sorne early critics ~elieved Eliot nad determined 

on that option. They saw the poem expressing "the djsillusionment of a 

generation." No doubt they we~thinki(g of youn,g people ra;sed to bel ieve 

'the world was becomi~g be'tter ajtdr suddenly confronting the G~eat 
War. 

Let me stress how this option blends in with my interpretation 
1 \':> 

-of "Gerontion." "Gerontion" made the dec;s;on to ignore the u1timate 

answer, and The Waste Land iSt at least qivinq consideration to livinq with 

the decision. The res;qnation option does not claim the poem is denyinq 
• 
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'-ultimate bèliefs or retracting the statements of the earlier 'poem. Like 
, , 

"Gerontion" this poem would be thinking of the u1timate belief as ;m-

practicabl e. Cammitment ta whatever vague ideals or governing principles 
\ 

there are is unreasonable, and the swirling scenes of the waste world are 

al1 we should a;m to work with. This;s what he is considering in th{s 

option, and this compartmentalization and resignation are-the natural 

outgrOl'Jth of the rebell ion /Gerontion" portrays. 

On the other hand there is anarchism. This is the option where 

) E~iot cons;de~s the possibility that flux is ultimate and that there are 

no answers beyond it. To be open to this Eliot would have to a,ccept the 

confusion and stop all search' for ordering principles because there are 

'/ 

none. 

) 
Critics who first fastened on this tiew lauded the poem for its 

realism and its scientific detachment. L A. Richards feU., ln the poem 
1 4 

lia complete severancE:/between his poetry and al~beliefs." Belief here 

would seem to •. refer,'to the ontoloq.icill' sta'tus of systems and doctrines 

unifying or makirt'g sense of the natural by supraflatural means as wel1 as 

dedicated commitment ta that system. 

S<lch a view would see the poem as an advance beyond "Gerontion" 

where, though commitment was withheld, the facticity of the system was 

asserted. The Waste Land i? not o"ly withholding commitment, they say. It 

is denying the unifying answer itself. The 1922 poem is saying t~at flux 

is all and commitment belongs nowhere. 

'> 
The two imagisUic views hàve definite similarities besides their 

~ 

stress on phys;cal abjects, but anarch;sm do s differ fram resignation in 

the metaPh~YC~ status g;ven to the disord r e~pressed in the poem. With 

anarchism, disorder is all thère r,eal1y is. es'igna~ion would still posit 

• 
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an idea1-beyond the motion. Neverthe1ess, fro~a pure1y practica1 stand-

point there is complete agreement that anarchy is what one works with. 

,Therefore many of the arguments showing one option was or was not E1iot ' s 

_~ sole concern in the poem could be used of the other 9ption. 

The consequences of the two options in so far as they relate to 
i' 

my interpretation of "Gerontion" are what l wish to stress. He~ the views 
" 

are dissiml1ar. Resignatio~, as already mentioned, wou1d be a 10gica1 

consequence of "Gerontion. Il The Waste Land would then be a further step 
~.------, - -

a10ng the path "Gerontion" exp10red. If, however, ana~chism is about to 

be adopted by Eliot or his persona. "Gerontion'~ must be Sf;len as a false , ' 

step. I_~~a~_~_Lan~ wou1d become the statement that the ontological 

status of Christianity should never have been affirmed in the first place. 

In fact the 192? poem might even be proof that my interpretation ot 

"Ger.ontion" is wrong, that Christianity was never more than an ontological 
- "'-

possibility under consideration by Ger~ntion or (more likely) the people 

ar.ound hlm. So much depends on whether or not anarchism is present in 1922 

, that the qption must now be considered more èareful1y. 
\ . 

Ther~ is sorne evidence that anarchism is not a sufficient ' 
-" 

explanation of the poem. Many critics, early ones especially, have thought 

it sufficient. But when they claimed to see unillusioned or disi11Jsioned 

concentration on fact in The Waste Land, were they voicing the mood of the 

~ poem or were they, because of the mood of their generation, reading it inta 

the poem? Concentration on fact rather thàn ideal, pragmatism for example, 
~ 

Wps definltely present in PDst-wàr Europe-and America. Eliot had this to 

• \ 

say in 1931: 

When l wrote a poem calï'~~~~he Waste Land 
sorne of the most approv1ng critics s~id 
that 1 had expressed the "disi'll usionment 
of a generation," which 15 nonsense. 1 
may have.ixpressed for them t~; r own 

... 
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illusion of being disillusioned, but that 
did not form part of my intention. 5 

-~ , 
On the other hand, Eliot spoke those words nine years after 

~I 
,; 

the poem appeared~ and ~ lot can happen in that time. Eliot ~ad joined 

the Ch~rch of England, and his subsequent opinions may very well have 

been changed or distorted. The poem itself, in content and technique 

both, -does make disintegration, flux, ~nd discontinuity very ob~iovs. 

It follows none of the usual rules of structure, scene, movement, event. 

character, or even gender for Ulat rnatt~r. The element of disruption ,is, 

overwhelmingly visible while ordering princlples are well hidden. 

t 

Yet without looking very deeply there ;s evidence of unifying 

principles both in the structure and in the thought. Humour is' an 
j 

elementary example. \ The, camie vision by its very 

and ridicules at the\same time. It vsually takes 

nature bath upholds 

the form of a eornparison 

in whieh is a gross dl~parity. That disparity is, as aften as no~, between 
\ 

reality and sorne kind of standard. The standard may be a cheap one, or 

it ~OUld be that the standard is the butt of satire rather than the reality; 
• 

but when the standard acts as standard of judgment it gives us a vision 

of something beyonct the real. Even sick humour nr graveyard humour can 
\ 

, 
indicate a disgust for or fear of standardlessness. The "Keep your Oog 

far hence" passage is of that kind. Comie vision in The Waste Land ;s 

often sa. 

If the poem in the end should prave not to be reaehing for 

unifying priRciples, it is surely not enjoying t~e real. There is, in 
,j 

the first place, lack of enthusiasm for the fragmentation the poem presents. 
. ~ 

Scene after scene "of futi:lity makes it clear that the poet-narrator does 

not consider flux something ta be ~rasped for its own sak~ the wax physical 

ft 
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abjects are in William Carlos Williams. Rilke, or Francis Ponge. Eliot 
, 

1ays down his views of disintegration ta give us an understanding of the 

disease. He does not celebrate the condition nor is he neutral1y 

In the second place, there ;5 a lack of dignity the poet­

narrator gives to the people of his waste land. They are almost uniformly 

in the anarchistic condition that many critics have taken ta be the point 

of th~ poem, but as we meet character after character and as they are 
, ("' 

compared with anci ent heroes of hi story, ~l iterature, and myth it becornes 

cl ear that l~ey parti c i pate in and are to a sma 11 extent aware of thei r 

participation in boredom and horror. They are never aware of·glory. , 
El iot i s not presenti ng anarchi sm as an ans'wer as much as.' he i s show; ng 

i t t~~ck of answers. 

These points and many other unit y matters 'which will appear in 

subsequent sections do not proye The Waste Land ta be a further quest, nor 

do they cornpletely disprove that the poem ends with some forrn,of imagistic 

solution. Humour can be used ta ridicule universa1 standards by comparinq 

them w;th each other or wi~h present conditions. The sense that dignit~ 

and enthusiasm are missing need not prove Elipt's disenchantrnent with things 

as "they appear. It may indicate, sour resignation. If hê had sa resigned 

himself to living with fragmentation, a bitter humour directed aga,inst 

the standards he had hoped ta find and use would be ~syCholOgically 

appropriate. Many havve interpreted the poem in ~uch a. way. On the other 
1 " c 

" 1 hand, thou9~, the_humour, the sense of futility~ and the la~k of dignity 
" ,. 

could be the most visible portion of the continuing search for universal i' 

answers. But before going on to unit y something must be said of the 

resignation option. 
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Resïgnation 

The anarchist interpr:etation of'The Waste Land has been making 
, 

a comebac k in recent yea rs . 
1 

One of the farms it has ta ken has involved 
6 

~ the analogy between the 1922 poem and cubism. What 1 hope to prove in 

this section is that the analogy supports resignation better than 

anarchism. 

How the_ campari son came to be made between the two art forms 

is understandable. A cubist picture does segm a dismembered array~land 
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T~ Waste Land has a 1 i ke appearance. Furthermore, the poem can be thaught 

of as examining its subject matter coincidentall'y from sev'eral stances 

in much the same way as Picasso and other early cub; sts incorporated 

severa l perspec t i ves;/ a subj ec t onta a : i n9 1 e eanva s. 

Let us fifst compare classical and cubist methods. 
. 

The older 

methods of painting stood the viewer in one position and gave him a single 

perspective as before a window. Classicists set down abjects 

a rranged . There wa,s a foreground, mi ddl egroy,nd, and background; a 1d there - , 
, ~ 

was an up and down, left to right prog~essibn filling up the cany 

re<!oqnizable imitation of nature. The details might be bright dark, 

sharp or blurred, depending on the artist's hierarc.hy df value The resu1 t 

was a series of objects in a meaningful, purposeful arrangeme t w; th the 

whole canvas being a unity. 

~~r 
That is not to s'ay cub1sm is mean;ngless The 

cubi..st dances the viewer around the ~ubject he wi s hes ta, s ress. The "mo t i on Il ...,. ,\ 

produces' a neutral wash of the middl e- and ,ltackgrounds w~ le givi ng ~vera 1 

planes of observation to the foreground ~bject. Since t e artist depicts 

only a foreground, as often as not a ~ingle abject .. in e 

object ;s lifted out of the world and se~n ;n isolation 

rly eubi ~m •• t 
S1nee See\frOm 

) 
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a11 angles 9 though 9 it does receive a fuller treatment than it would by - . 
the-older stationary methods. The meaning of a cubist picture, in !Il;Oer 

words, is ta be faund more in its complete description than in its relation 

to the rest of the world. 

Class;cal and cubist techniques Their interests 

al 50 differ. It would seem no great 1 eap from those observat; ons to 

several conclusions: to sayon the one hand th t classical art is goal 

directed, that the goal or conclusion it a;ms or is the portrayal of 

universal harmony, and that as such classical art has taken a stance 
) 

of cOITlT1;tment to unit y; while on the other hand cubism begins with not, 

goals but presuppositiohs, that the presuppositions are of disunity, and 

that these artists are against not only co!,!mitment but ideals. Cubism 
! 

would therefore be the embodiment of the anarchistic stance, and the 

ana10gy between T~~aste~~and and cubism would seem to put the poem 

firm1Y in the same position. 

There are two ways of fiohtinq the analogy and thereby weakening , .. 
the case for anarchism. The first way is to examine what are the rea1 

impl icat,ions of the comparison. The above leap, from observations about 

technique and interests to statements about presuppositions and col"lclusions. 

universal harmony, fragmentation, and commitment may be greater than ,it 

appears. That can be shawn by adopting the stance of a classical critic 

first, and later assuming a view more sympathetic to eubist idea$. 
" 

The classical critie would, it ;s true, think of art.as reading 
~ 

for reconciliation. A painting,Fas he sees it, contains a variety of 

objects" 8y this variety the work im~ges the world, and. the artiSt's 
. 

,'â:'im is, or should be', to make his work a unity. If the artist succeeds, 
t 

the critic will tell 'him he has captured the unit y nature has -~~rov;ded, 

• 



• : 

\ , 
\ 

164 

a unit y that is often hidden but is a1ways there. The artist who acts 
-

in this manner is reaching for reconciliation and may be spoken of as 

goal directed, but the point to be emphasized is nct that unit y is the 

conclusion but that it is the presupposition. 

The traditional critie and artist al'ike hold such a presupposition / 

and therefore would find it difficult to understand the cubist's pre-

occupation with objects in isolation. They would tend to ~xpect a paipting 

to be a universe, and a universe with sueh a limited range and number of 

objects would seem facile as well as distorted. This;s 'lot so much 

because the classical artist and critie aim for unit y as it is because 

they ho1d it as a presupposition. 

The distinction is important. Many artists as far back as El 
7 8 

Greco or Bruegel aimed not at unit y but at fragmentation. They began, 

.though, from presuppositions of unity. That is to say. they began fully 

.awate of traditional c1assica1 expectations and theory. Irl breaking the 

presuppositions and dericting di~array in the wor1d they gave their a~t 

a very rea l power. But the effect depended to a large extent on the pre-

suppositions of the classical viewer. "Classical art, then, was..'built upon 

... : presûPPosi ti ons and expectations of uni ty whether the artist chose to honour 

) them or thwart them in h;s conclusions. 

" If we now take our stand within the modern art viewpoint, we can 
, 

see how the expectation that a painting will be a universal statement would 

bother the cubist. Tradi tional styles have impl icitly made statements about 

the whole universe, and to use-a traditional s'\yle is to t'ake'a stance w,ith 

a predetermined relation to unity. The artist may fulfil what his stance 

imp 1 i es or he may fi 9ht i t, but he cannot ignore it. 



• a 

165 

Cubism, in theory, makes no inherent statements about a whole 

universe. It sees and paints more deeply with singlenes'S of concentration 

instead of breadth of subject. The early cubist at least wauld cal1 the 

multiplicity of abjects in traditianal art a distraction. Moreove~, no 

obJect can fit into a genuine unit y when it is half hidden and thereforp 
. 

ha 1f unknown. An app 1 e that b 1 ends i nto i ts background may have a worm-
'1 

hole behind. If so the ul1ity is dishonest and the 'viewpoint more distorted 

than paintings wit,h multiple perspectives. 

All this should make clear that the difference betwf:!en traditional 

painting and cubism is not that the classical styles aim for unit y as 

their 'conclusion while the modern school presupposes fraqmentation. Rather 

the traditional methods presuppose unit y while cubism wishes to avoid all 

presuppositions. 

This may not at first seem an important distinction. The cubi$t's 

initial lack of interest ln a universal synthesis would still seem to 

support or at least parallel the criteria ~archistiC position: 

that there be absence of commitment and no mavement beyond flux ta solutions 

6f unit y in actuaJ.fact it does nat support these criteria at all. To deal 

with a limited number of objects, ta examine them· in various seeming~y 

contradictory perspectives, and to ignore their relationships with the rest 

o~ the world Dot onl~ does not rest on presuppositions of fragmentation 
, 

but does not necessarily begin nor end with a lack of commitment nor does 

it necessarily prevent a movement to a unit y solution. 

';0 

The critics who ha~ campared The Waste land and cubist paintings 
) 

have not always taken sufficient care in pointing ôut that cubism is a 
l, 

technique rather than a presupposi,tion about real ity, or a conclusion 

~out. it for that matter. A tool can be used with any presupposition to 
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produce any result. If Bruegel could turn the wor1d uDside down using 

traditional techniques, there is no reason why some cubist could not 

right the world again using cubist techniques. 

It may be argued that certain conclusîons are easier with 
~ 

certain techniques, that tools are meant to cut in certain ways and are 

clumsy when put to other uses. In art there will always be pressures 

on the meaning from the form the work takes. Those pressures may be 

fought, as- was the case with Bruegel. If they are not fought it wi 11 

be for one of three reasons. The poet or artist may understand the 
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pressures of his tool and intend them. It may also be that they are un­

intended but acceptable. Or they may be the unwanted products of unsuitable 

technique. There lS usually no way to tell which of the three is the case 

e~cept to watch the poet's development in future works. A poet of 

intelligence, which Eliot is, soon sees thQ effects he has created and either 

accepts and uses them or else d~veloDs measures to overcome them. But to 

pursue that would take us beyond the work itself and is t~refore beyond 

the scope of this chapter. 

What should be indicated again here is the importance of whether 

the cubist analogy shows ~Waste Land to b~ an anarchistic or a resignation 

piece. If it is anarchistic the poem is rejecting not on1y commitment to 
, 

but the 
1 

very existence of unrty, specifically the answer which "Gerontion" 

It would mean that Eliot considers the Christiai implications of impl i es. 

"Gerontion" an unwanted produ-ct of his poetic form, and :The Waste Land_ is 

his remedy of the situation. But if the poem is not anarchistiG nothing 

is denied and neither "Gerontion'II nor The Waste Land need be poetically or 

phil~sophically a plind alley. 

The second way of" fighting the analogy and any anarchistic 
~ 

ft 
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implications it may have is to deny ~hè analogy. The Waste Land is nat 

at all like a cubist painting. It is more like Bruegel. It uses traditional 

expectations o~ unit y as presuppositions but aims (perhaps) not to fulfil 

those expectations 50 much as t~ disappoint them . .. 
. 

If the contrast of the analogy were the simple one of <;tatic 
~ 

versus dynamic, the traditional forms being "picturesque" or static in 

perspective while the cubist is in motion, The Waste ~_~_ would be closer to 

a cubist painting. Oynamic I~e_!J~aste Lànd_ is, but the orb1t per<;pective 

implied by analogies with cubism may not be the right one. In Eliot's poem 

the reader is circling the object of interest on'ly if that central interest 
.. 

be called sorne abstract name l,ike desp-air, or boredom. ()r horror. But then 

the central interest is such a huge object W1th 50 many facet$ that it is 

doubtful whether the analogy with cubism holds. Setter to think ln terms 

of rotation rather than revolution. The reader is set spinning at the 

centre (a fixed point) and sees a11 the world. like Tiresias, as the 

abjects of the world pass before his eyes. There is a réal resemblance, 
t::' • ,r 

then, ta the flickering, shifting scenes of modern cinematography. 
~ , 

That the poem can in any way be described as giving us a "world" 

shows. how the cubist analogy breaks down. Cubisrn in itself has no interest 

in background. Traditional techniques have such an interest even should 

the natural expectations ~,thwarted. In this Eliot is being traditional. 
~.' ~ 

He has ta ken a worl d and packed it in a p-oem for the consumpt i on of r~aders 
"! - ~ -

who, though 'th1'y rave had sorne doubts late,~y, have traditionàl1y ~poken 

of world and plem in t~rms of comprehensive unity. Eliot has counted on 
, 

traditiona l ex~ectations of a unified worl d: and has demons trated fragmentation. 

His world is as unside down as that of Bruegel. The question is whether ~ 

or not any attempt js made at rehabilitation. , 

'\-' 0 

.. 

, 
, " 

, 



" The possibility that unit y answers are beyond reach, that they 

are impracticable is an open possibi1ity in the poem. Perhaps the poet 

will resign himseH to this and dea 1 with the wor1 d in an~ way he can. 
~ 1 

But other options are open'. . .... -
" 

~ 

--~-- -

Secularism 

There ,are indicat10ns throughout the poem that El iot is . ' . glvlng 

consideratioll, ta a wide variey of. ardering princip1es as he faces the" 

f1u~/he wishes ta explain., Some of the explanations are sacramental, but 

others involve no ijotion of holiness or reverence. These secular options 

will be investi11ated here. 
! 

In order to make cl ear exactly where the 1922 poem stands in .. 
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Eliot's development it will be necessary ta make une further categor~zatîpn. 

There ;~ a multiplicity of secular options in the poem but they can be 

placed in two general categories, real and ideal, dependinq on the metaphysical 

status the believer attributes to them. 

, Take the exampl e of myth. A few months after The Wa s te Land 

first appeared Eliot cal1ed myth 

... a wayof controlling, of ordering, of 
giving a shape and a significance to the 
immense panorama of futi1ity and anarchy 
which is contemporary history.9 

In Eliot'S,ll1ind, was myth a pattern in reality that he had found and 

identified, that therefore ~ meaning? Or was it a mental pattern, an idea, -' r 

an i nventi on of tHe mi nd, that was an escape from the confusién, a sol uti on 

not to t~ flux itsé1f but ta the concern the flux generates? . \ 
' .. 

" The same prob1em arises with archetypes. Northrop Frye's 

arch~etypal system is certainly a universal meaning pattern. But is' it 

1 ./ . , / 

v' 
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c~edited as the pattern in which the uni verse 15 built? Or is it to 
1 

be thought of as a pottern that satisfies the mind but is 'i~ the~nd an 
~ , 

a1ternative facus of attent10n to the unlverse? 

j 

o 1 

The distineti6n 'is the same one we find ln the two Joyce navels, 
.' , 

In the earlier hovel 
j 

Stephen Dedalus, 1ike Eliot, lS searching fa} a place ta put his cO,rnmitment. 

In the end he decldes to dedicdte himself exclusively to,his art. The 

decision is, in effect, to"create;.>an 1deal world ln whieh he' will 1ive and 

by means of whieh he will be enabled to withdraw from and ignore the ~ 

~ traqmentatlon of the real wotld laround him. The option 'Stephen Dedalu's 
, 

adopts is the opposite of resiqnation. In resignatlon the unit y answer 
! 

is put aside as hapelessly out of reaeh and the persan operates pra~mat-
,. 

'" ~cally in the world. Dedalus puts the world aside in or~èr ta live in his, 

YJ)SS~~ ;$ a more compl';cated book. 
r 

First of a11, there is a 

·Man 1 ae~s. T-he wanderi ng? of Odysseus aet as a paradi gm, and ev-ery 

step i~ Leopoldfuloom's day follows .that quest pattern. There are 
, ~ "' ~ 

resembJance~ between that pattern and the aesthetic de~isibn of Stephen 
/ 

Dedalus in the earlier nove1. They are literary worlds and, creations \'{~ose 

metaphysical status is open to question. 

~~se~, however.' ~ ahothér pattern, one in which both Bloom .. < 
and Molly involv~ th~selves. Jt concerns their decision ta say yes to 

life. They differ from Stephen Ded~lus in that their~belief in the value 

of life is ~Hought by thém to correspond with reality. They do not feel 

they are escaping or creating another world in which to live. They also 

differ from the cubists' in that Q'ysses_ i/;s not isolating meaning into a 
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small corner. Meaning f~r Leop~ ~loom is universal as well as;part;culaf. 

~here is ~n over-all {nto which the narticulars fit. 
~ 

• • 1 -,\ 

The real-ldeal divisi n)is true for a great number of secular 

answers, ~e.rhaps for them al1. Ihe':idea1 side of many we hrlvedilready 
1 

l' 

seen in earlier 'poems, e seen something of Eliot's inability . 
ta rest ln mere ideal. 1 shal1 now t~rn to the more important secular 

options one at a time and at~empt to indicatè their status in The Waste 

Aesthetics is an obvious place to begin. Eliot's poetry has had 

a long historv of aesthetics. ln his works, has ~eauty been the real 
" 

basls of the real world, or has it been~a dream into which one may escape , 

from rea 11 ty? 
\ 

'. 

The mermaids singing each to each Qt the end «f "The Love SElng , 

of J. Alfred Prufrock Il was what Prufrock lonqed for and as suchl
' may seem 

an escape from fragmentation and isolation into ideal beauty.~ But were , , 
they an ideal he had created in his own mihd from the woman pnd the se~ 

waves he.,had seen, or were they the symbols of real beauty? "1 have 

• 

" 

seen ... ," he says, but there is little to supnort the claim except his own 

aborted actions.' Certainly the poem ends with beauty beyond reach: "1 

do not think that they will sing for me." 
\ 

"'-
At the concl us ion of "Portrait of a Lady" the hero i s toyi ng with \:.. 

! 
ar aesthètic solùtion to his woman prob1ems. He has created a poe~ from 

the fragments of his relations wi~~ the lady, but the synthesis is something .. , 
he has made, an ideal instead of reality. The poem ênds with him question-

l , 

ing his right ta be satisfied with that. The be~uty of "La Figlia che 

Piat!ge" is aqain ideal, an artistic invent';on, and again the protagonist 
l ' 



\ 

1 

"-

\, 
t..-.., 

1 171 

is uneasy with it. Since it is rlDt real. since it clashes with the fqcts 
, \ 1 

of ~the w01'd, and since it does 'not mes~ with other standards of judgment, 
~ 

it is not enough and Eliot turns away. 
'" 
(,i 

,,; '.1 

)"" 

Reality in the early poetry was un1formly ugly. If there \'la\. -' 
l. i 1 

beauty it was ,inevitably ideal. At the same time we have seen that' E1iot's 1 

poetry, p6rticul.arly between 1915 and 1919, becarle'more and more l~terary: '. 

dependent on quotation, comp1icated, and effete. "Tradition and the 

Individual Talent," published Seotember 1Q19, gives a gl,'mpse of an Eliot 

that the poetry of the period does not rev~a1. In the first place the 

aesthetic option may be a little more thRn merely possible. In thi second 
r 

• _ place it may be more than an ideal. Perhaps he sees it as the act~al 
r 

framework of the universe, for he says: 

The h1storical sense comoe1s a man to write 
not mer~ly with his own generation in his 
bones, but with a feelinq that the whole 
~f the literat~re of Europe from Homer ~nd 
within it the \IIho1c of the literature of his 
own country has a simultaneous~existence 
and composes a simultaneous order. This 
historica1 sense, which is a sense of the 
ti me.l ess as we 11 as of the temporal and of 
the ti~e1ess and of the temporal toqether, 
is what makes a writer traditio~al~ And lt 
is at the same time what makes a.writer most 
acutely conscious of his place in time, of his 
contemporaneity.10 ' 

\ 

But if certain aesth~tic implications are present in this essay, which is 

by.no means certain, the poetry does not follow them. 

,It is not until "Gerontion" in 1919 that an' EHot poe}ic her..o 

embraces aesthetics. There the beauty the protaqonist embraces is the 
. 

poem. It 1S therefore created, ideal. The aesthetic s'olution of that 

poem is offered in strong contradistinctton to the Christian a1ternate 
_r-. 

answer., and the aggressiveness of Gerontion's embra~e is ~to be e~plalned 

) 

not by his a_ttraction to beauty as the solutiun to frag.mentation but hy .,,," 
, '\ 

'" 
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hlS repuls"ion from the lmPlitatiCS of the other a~swer . .,.~ It 1..15 a case 

"of~any ~ort" in a storm. '- . (. • " ( 
r 1 1 \ 

\ . ... 

ni~ tendehçy we have- s'e~n~n [1 i Ç)t' s. work ta, set ~he -worl d 

around hlm sid~' by side with a '1iterary realm is present ;[1 n!..e __ W..9..s~~" 

î 
. 1/ 1 

!-:?_n_. There he demon:trates again hiS révulsion fO; the real on~,and his 

lb . ing for the other. His' note to 1ine 221 i~ an example. The ,Sap~h() 

lines -to which he re'fers are a prayer to the Even"M1q Star who restores the 

sheep ta the fold aft~r a day ln the f1elds and the Chlld to his mother 

after a hard day of play. EllOt ~ur:j:her reférs to the restoration of the 

fisherman to their hon~s after the~~ngers of the sea. But peace,and 
• ""t 

~ \ 1 
restoration are lronically treated in the modern scene of the poem. 

Jlesthetics is a verv o,,~vious option ln J_h~ WaJ_t~_~!l.9_. There js the same 

interest in literature, sometlmes seemingly for its own sake. , . Quota t i on 
l ' 

- . 
and allusion. are still there and are used with even qreater intensity, ~-

and the poetic form has taken on hiqher complications and further elabora-
11 

tions. Matthiessen gives paGes of examples. Is Eliot about to abandon 

the wastes for the higher planes of an aesthetic world? The answer to 
,J. • 

that l'i~s beyoJ1d the end of the poem, but if he should do 50 indicatlOls-

are it will be an ideal realm he occupies and he wlll be there as a refugee. 

, \ 

My th and a ràhetype are further open opt; ors ; n the poem.J' l~henever 
or' 

vf.l io.t ras' ~liven seriOU5 conslderation to any univers~l it has been because 

he is searching for ways out of fragmentation and isolation, or bec..ause 11€ 

is at least seeking' ta explain them ta n,imself or ta llve with them. My th 

is no exception, though its histary in Eliot's writings has been much 

entangled \'Jith aestheti~ol,'ls;derations thraugh his use of âllusion. Whether 

the technique falls under the heading of literary device or whether, because 

it involves comparriol1ship with the dead, it is' seen as part of the. myHlic 
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consciousness, it hnS hçd a great deal ta do with escape. 

A il techniqu\ it i~ s:ronger t~er Xi I~..e __ waoste;;-LilJ19_. 

has, he too1 in rnind when he refers ;to--

Jan Hamllton 

" 
, ' 

... thos~ who ha~itual1y observe life throug~ 
a haze of 1 ij;erature, those Who have read" ( 

1 
mo(e than'they are interested in exper~encing. 

... The Judgernents of Ihe Waste La'nd are the ' 
judgements of a. supreméTy-n ter~-r'y sensibil ity ~ v 

and nne can detect an unacknowledQed pathos J 
in the reildy stad of fut,ile, apt quotations, 12 
the lonely invocation of dea~ kindred spirits. 

173 

'-~/ J «.J J 

The use of, myth i~ rh~~_W'aste_Jil_n_d_ is by flO means 'restricted ta 

allusion' as it had been ln earlier vJOrks. There are two new developments 

that need to be/,stressed. The first 1 s the poem' fi US€ ~f t~~~­
as the structural rationale of the poem. Gardner says: 

In The Waste Land Mr Eliot took the Grail myth, 
as lnterpret:ed by Miss Weston, for his ostensible 
subject, or startinq point. The Waste Land is 
qiven coherence nct ..... by its for~-:-bu-t by T6Ts 
underlyinq myth, ta which constant reference can 
be made, and of which all the varied incidents 
and the rnany personages are illustrative. 13 

~essie Weston's boJk, From Ritual to Romance,' is a study of literature o ---------------. 

rather than a study pf rnyth. rt shows ~/here mythie the1n~s have apPG>arerl 

in literature. By basinq his roem on 'the Weston interoretatlon of myth , 
, 
rathe~ th(\n on the myth itself. El10t is open to the charge that, first,-

he is usinq a literary device rather than genuine myth, but more lmportant, 
; 

that he is left with ~ literary ideal rather than even an aspect nf rea 1tty 
\ 

That i$ ,a charge that lias been leveled at Joyce's YJY~5_e3_ nl~o. 
" 

Tt is at this point that the second development enters. Referring J
I 

. ,\0 eston 1 $ book, Matthiessen' says: 

What he learned especially fram it ~as the 
recurring pattern in various myths, the 
basic resemblance, for example, between the 
vege4a tian mytbs of the rebi rth of the year .. 

Î 

, j 

{- " 

\. 
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the rebirth of the 
istian story of the' 

Resu ection, and the ail legend of 

\ 
\ 

puri ication. The commo source of all 

.. 
Eliot was not so 

condition. My th 

yths lay iR the f ndamenta1 rhythm 
e--that of yrœ-dea d rebirth 
ear; afld t){eir varying symbolism 14, 
ffort to explain the oriqin of life . 

the ~igin of 1ife as ln lts pres~nt 

a~chtype, that coul d exp 1 a, n fr,ag-

mentation. The question consider it a genuine solutlon that 
.' 

rested on the structure of the uni e he s~e i t as another i~~ l 

that might relieve the pain the connltion? There lS probably 
" , 

no answer w1thin the poem. Both al 

from l'iha t we have seen of r: li Qt the bring him are 

l'Tot the same. Headings, referring to thi the "synthetic 
1.5 ,~ • ..r---

1 myth1 c method. 1 Il Obviously he sees Eliotls use of myth as an e}abarate 
I!~ • 

game, an idéal rather than an att~pt ta exolain the structure of reality. 
c , 

Whether Eliot see'S myth, as symbol or real he seems to have Te1t a -genuine 

j 

k,nship ",ith the'mythicdl rnethod. ~1en through the ages have used myth ta J 
, , 

satisfy thelr need ta explain the world, and Eliot felt thât need tao. 
, 

As a corollarv ta the mythic methôd I should sp~Ç~late on the, 

"·--sta;us of sex in The Waste Land. At first ·glanc~ it seems ;~~,f the 
-~----------" '-

,\ 

..., 
problem the poet descrlbes. Indeed that is a dominant' theme. 

" .- . "'-

The sèxüa ij t y\ 

- depicted i,n "The Fire Sermon" is particularly unrewarding. The young man ~ 

carbuncular and the typist find no pleasure:, 

His vanity requires no response, 
And makes a welcome of'indifference. 

The Thames maidens, even with carnal knowledge, 
• 

" 
1 ... can connect 
i 

Nothing with n04hing . \, 
If the li nes of "The Fi re Sermon" at times echo Sp~nser 1 s 

et C 

, ' 

,. 
IIProthalamion," 



it is in ûrder ta contrast the real with the ideal and tliereby destroy 

any thouqht that the Dresent is a pastoral vis1o~. The nymphs at the 

start of the sermon reca 11 for u~ the ma rri age Spenser 1 s descri bi ng, 

but the contrast is made clear in the ironie last three words of Eliot's 

description: J\ 
The nymphs are d~parted. 
And their friends~ the loiterinq heirs 
~f City dircctors; 

Deoarted, have·ieft no • êlddresses . 
Jl ' \ ci-.:. 

, / 

There is sa ~n sex ln various low, dis~usting, or disappointing fdrms 
Iii 

that 1 need not pursue,the point ·further.,_ It is there ancL i.t ;5 a 

" descr1ption of a large part~of the waste land probléln. 

~ 
Î 

\ t> Is that all 'sex is? When we diq. deener there are hints that 'sei 

may be not only the problem but the-solution. Freudian overtones abound. 
~ . 

Even the chast1ty required of the successful knight ln the Grail myth, 
o 

his, sV/ord, and the empty chapel have been interpreted in that way. 
, 

The awful darini of a moment's surrender 
Wh1ch an ag€ of prudence can never retract 

C, By this, and this on1'y, vIe have ex1sted--

.. /' 

may, of. course, refer to any qivlng of one's self to another, any breach 
~ ~ <~_. 

of isolation, but sexual me'arl-mgs 'are llkély intended. ,Rain, awaitedl.'.~~:; '),,:.. ~r\'·" 

the end of The Was-te'land, is often used. os.a .sexual symbof, and-the use 
--~~------- 1 • 

of ferti1ity myths as a structural device·is a1so siqnificant. It 1s 
{ 1 

possible Ell0t 1s thinking~of'sex a~ ~ meafiS of·in~egration. 
. , ' 

There are prob1ems with( such an 'interpretation. In the first 

~ place such positive useS are re~atively scarce. [ri the second place the 
, . 

inter,pretation clashes'with the more fregue~t and more o~vious ascetic 

references we will investigate shortly. Of course, both could be held as 
\ 

possibilities by the same mind if that mind had not yet committed itsèlf' 

Nevertheless, the positive use of se~ in the poem probab1y represen~a > .;." 
, . 

'\ 
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conditlon lonqed for rather than a curative method. 

Asceticism is ano'ther open option in the poem .. We first met 

lt in '''The Death of St. Narcissus," tnouqh the last line seemed a partiâl 
, 

rejêction. In !he __ Wj~_t.e __ l_a!19_ opulence'is a ne~ative quality> as we can 

easlly gather from the opening lines of "A Game of Chess." Rank and class, 

as they are deplcted in Marie, the archfdu~ets cousin, have prlvileges; but 

there is little life in the dry·tuners! It is immediately after the ~1arie 

'passage t~at we find ,tf'le llnes adapted from "The Qeath of St. Narclssus," 
, . 41 

an invitatibn~ ta "côm~ in under the shadow of ~h;5 red rock." Desert 

scenes follow 'i'ntertn,üently un/til thé fifth mo'vp.ment of the poem take~ us , 

ta where ... 

In",this d~eâ hble amonq the m<jJhtains 
In the faInt moonlight, the gras~ is 5ing-i 
Over the tumbled graves, about the chape 

. There is the empty chapel, on1y the (-Jin ~,s 'ho e. 
/ 

Yet it is at such moments apart ·that the tensio~ eases a littl~ 
. 

and wè 9-et the smelLof rain. I~y descent into places without wate~ 

Maxwell says thi~ o~ the that we find hope of: a third who walks besjde. 
Il 

poem: 
)!~ 

Itfis ascetic and unbendinq; it seems to offer 
only'urrment as a meqns to salvation. 16 1 

\, ~ 

Neverjheless, tha h~pe ,is ,there. If torment is the fans ta integration . 

the poet is willing and eager ta embrace it. But f4fst he must convince 
1 

hi ms'k l f the pa t tern i s rea 1'.1 

\ 
The final secular matter ta be considered is ethics. 1s the 

l' "l 
universe created on ethical lines in such a manner t~at ignorance of moral 

1: '. 

rules results in chaos while a return to law produces order and a return 

... to meaning? Eliot displayed some interest in ethical questions in "Portrait 

of a Lady." !)There he,was not 50 much hOldin~n ethical system. as an 
$ 

, ' 

( 
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explanatlon of life's orob1~s as usinq jt for, a yardstick with which ta 
~L~ , 

measure the aesthetit solution his persona was c~nsidering. 
, , 

In his later 

Gautier verse, value judgments 'tlere quite, evident. Grishkin 1acked 

somethin'g Donne and Webster .had. The hippo went ta heaven while the 

Church remained below. Eliot'? standards may have differed somewhat from 

; 

those common to his contemporaries, but his decislons were based on in~er­

oretatlOni of qood and bad, justlce and mercy .) \'~ 

\ ~/ 
The Waste Land has a thin 'strand of ethics. When boudoir scenes 

are depiGted they are no~ intended to be titillating. Nor can we say that 

such scenes are reported with Journalistic neutrality. The episodes and 

descriptl0ns have a di~turbing quality and inevltably demonstrate isolation 

and fraqm~ntafJon\ 1 
1 

, \ 

\ That is not much evidence and a~~~ry ther~ may be more. Toward 
, , . . , .. 

the end of the poem i s the question" "Shall '1 alleast set fTly lands in . ':- ,. , '\, . 
ord~r?" • This could bè jnterpréted on a mbra; pl~rte, 'Qut ,it is extremely, 

,doubtful that Eliot is therè considerinCJ personal reform as'> a' step tow~rds 

an understandinq of·the univèrse. -The line is an allusion to Isalah 38:1, 
~ 

where Hezekiah is facing death, and as such th'e words would seem to be 
"-

considering the creation of an island of order i~ the face of ultimate 
,-

• dis.jntegrati~n. Furthermore, ~rom the word 1I0rder" in the quotation" 

we may equally~~ell infer a sacramental ~eaning.as d~ e~hical one. Too 

much has been ~ade of Eliot' s... ~thi cally Puritan background. 
1 

rt ~ 

',1 
Headin"t]s may be inteJl"pretl,.q the pôem's destination in ethica1 
~ - ~ 

v1tTen he says of the poem t "Social responsibility is at the very core 
. ' 17 

terms 
.. 

of the ntYthic and·'traditiQnal elements çombined in it." Rather than 

remedyi n9 soc i al 4j!vi si venes 5 (a rea 1 gGa 1 as 0jPosed ~to ; d.e~ l ), it i s' 
f 

~ore likely that the poem is ~he poet's desire to understand and explain 

, > 

/ 

( 
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to himself the social pieces he sees around/him. If Ellot was later to 

develop a social responslbility there is little or no siqn of it here . 
. \ 

t· 
Sacramental ism 

Sacramentalism hrts made appearances in Eliot's poetry before. 

"The Love Sonq of J. Alfred Prufrock" allllded ta Chr.istian texts and 

concepts,\but sacr~entalism seemed not ~he implied as a llve possibility 

in the mind of the hero. The references were used because of their culturfl 
,i 

prominence and situational teleyance rath0r than because they were believed. 

"Prel udes" made·two references to "soul," but the concept rnay have er1talled 

little more than an idea of sensitive human personality. CJrtaln1y there 

was no aura of hol iness or "depth" tflftre or el sewhere in the poem and no 

note of v/orship. , 
./ 

The first note of p'ossible worship came in 1<)15 when "The Dea·th 

of St. Narc'issus" was written.' There besides the idea of sillnthood, the . 

• word "God" was used. When th~ mood of the whole poem was considered, thouqh',' 

it 'daS doubtful that any worship at a11 was involved. A "follawer of Gad" 
f 

• seemed to mean no more'than one who practices asceticism, and the end of ,.. 
the poem,!,casts doubt an tffe val~ O,f even that·tnethod'of.unifica~lOn. 

The 1917..-18 period saw two poems about the church: "The Hippopotamus" 

and "~r. El iP~S Sunday Service." The latter" in par'ticular, gave 
~" "'c. .. 

, 00mé recognition to the ] ide'às toot lay behind the primitive. . 

Christian ~hurch, and even acceded to granting those id~as some vafidity. 
l 

The ,purpose of both poe~,:thaugh, was satire\on tMe modern church, an~ 
, , 

thus sacramèntal ism~s- not given prominent attenJlOn or ~ven consider~d 
• J 

,1' 

as a possible means of br~ering the fractureq bones of the wa~t~ land valley. 

"Gerontion" was the first poem to qive sacramentalism a genuine. '~ 
~ . l '1 

hearing. ~The hero had at some point 'embraéed Chris-tianity bu-t had later 

... \ 
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fallen away. Worship and various distortions of worship are described 

in the poem; and holiness, or at least reliqious awe, mystery, and fear 

enter. In tHe end, however"Geronion considered the dem~nds of Christ-
c' 
" ianity too heavy and retreated into aesthetics, where there 15 neither 

holiness nor worshio, 9ut where there can be independence. 
" 

The critics have found sacramentalism ~t least an lncipient 
," 

, 
element in The Waste Land. r1axwell describes the po.em as: 

t, 

') 

... the final statement of the poems of the 1920 
volume. The themes that troubled Eliot there are 
h~re interre1ated, and a considerable ste~ taken 
towards his affirmatlon of the Christian faith~ 
One can see in the insistenc~ on subordlnation of, 
self ta exte~l control, in tne desire for 
leadershi~, a mind deeply sympathetic to sorne 
author,itar1an re1iqion .... I\s yet, however, 
there is not complete acceptance. -There are only 
the siqns that it might well come to a mind 50 

sharply aware of the uncornfortable truths ofu 
relig'ion, so profoundl.y stirred"tv moral problems, 

, so unwi1linq to believe that humanity can, boy its 
own una i ded efforts, overco.me the "trace~ du p,échê 
originel".18 
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Gardner has a similar view of a poem moving from an~t to the admission of 

original sin and therefore openinq to furthero possibilities: 

At the ce~,tre of its spiral movement there is 
simoly "the"abyss," "the void" or "the over-
whelminq question," the terror of the unknawn, 

.{, 

which cannat fina]ly b~ evaded. For all this, 
its ending is not despair. Stripped of his~ 
illusions, 'Ms pride broken, man is left ta 
face the final possibility. ""The Waste' Land ends 
w1th the truth of the human situation as the 
r~l igious mind .concetves it: the beginning 
of wis"dom i s f~a r'. 1 q 

1 need not stress'the Tillichian concepts. 

1 • 

~ Christian allusions are rampan~ in the poem. The,ti~le of 
, 

,SectiJn 1 alludes to "The Order- for the Burial of the oead,,"'\ section 
• 

in thé Church of England Prayer Book. The poem ends wit~ mention in . ..... ~ , 

a" foetnote to the last line of "the pèace which passèth urlderstanding," 

" 

1 • 

• .-
• 
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, 1 

words taken from Paul 's Letter to~the Philippijans. In between are dozens 

of references to Christian texts, liturgy; customs, and even a mentl0n ,. . 
,'/\ , 

of one church bui lding. Some references are Opell. and direct, l fk(f. tI,the~ 
torchl i qht ''ted on sweaty face\" passage (Gethsemene) or the "Who l s the 

third who walks always,~Le.s,ide vou?" (Emmaus). IJthers nre filtered through 
4l 

the Gra il 1 egend and the other myths the poet used. Even the Fi sher Ki nq 

could carry Chrlstian import if St~h a klng were to be defined as one 
/ .. 

who appoint-s nshers of men. The alluslgns ta pa~t 11teraturè' are rich 

ln Christian meanlnq. This is esnecially true of the Dante passages, f9r 

Dante was writing' of spiritual matter? 

There are many SJcramental references over and above the Christian 
1 i ~ 

"The Flr~ Sermon," title to trye tll1rd s~ction, ;s a sermon preached " ones. 

by the Buddha, and in a footnote Eliot l~nks it with sorne words of Auqustlne. 
;-

, ... 

~ The fiftl) sectlOn is nilmed for a fable ;n the yjlanJ....s.b..?_d~_. Several of the 
Q • r 

r-

words are transliterated, and the texture of trre Hindu work ;s a.maJor strand 
.. 

of the mood and meaning of the section. The poem ends with another 

reference to Hindu scriptures, a word that corresponds to the -tlebrevJ greet;ng 

and has somethinq of the meanlnq of the Christian benediction. 

l' 

There a re severa l th; ngs to be sai d about Ih_e.!J.9_sJ~_Jan9_ and 
il, 

sacramental.ism. The f;rst is \hat it' is an open option. What141as been said 

already should be suff;clent proof of that. Yet w~musf reme~ber that ~t 
J 

is·one option among many, that ho t1ecision has been made as to where h'ls 
\ -... 

~e~d or heart f;na11y belong. On the other hand, the nu~ber of references 

and all~s;ons to sacramental matters makes it a most important, at times 
1 

even ~~~ dominant option. 1 

/ • .. 
~ The second thing to he sait is that sacramentalism ;5 real ;n 

. this poem. That is almost tautologbus. No one stands i'n awe before ~ 

, , ' 
ft 

• 
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creation of his own mind nor ca11s an idea holy (unless he flrst 'convinces 

himself'of its i'ndepend€nt status). Of course, one can take someone else's 

s~tramentalism, cQll it mere~idea, and treat it objectively as an 

anthro~ologist or sociologist would~$Sihat Eliot did in "The Love Sonq 
'\ <f 

of J. Alfred Prufrock," whese.J/1p used Christian concepts belonginq ta his 
~ ~ 

forefathers and sorne contemporaries to create a dlfferent image. That 

h . ~ . h e lS not doing here. He lS convlnced that, t ough it can be misslng, 
'-1 

something is there as an answer rlght in or behind or under the unlverse, 

and that whatever it is it is awesome. It h~s the mystery'of a~ entlty 

who walks beside but lsn't there ta be counted. It has the suddenness of 
, 

1 a flash of lightning, the promise of aodam~.gust, and the otherness of far 
t> 

rivers and mountains, unknown tongues and customs. It is of the same realm 
1 • 

or at least produces a 1rlke feeling to that creat'ed hy' bats with b~....faces ~ 

. ' . voices sinq1ng put of em.pty clsterns', and bells that }~Jl 

Eliot ma~es it plain~he does not fu11~ understan~ ~ha~ he 

instead of peal. 

is describinq . 
.. 

He aporoaches it indirectly by insinuating a truth behind the manifest :-, 

urrtruth of tarot pack and leg~,nd. When he is more, direct he asks questions: 
,'" 

"W~o is the third ... ?" And he borrow~ from a wlde variety o.f traditions, 

Buddhist, Christian, Htndu, and several other forms, in the hope of.' 

surraunding hi~ meaning. Yet it 1s clear that what h~ is graspfng for is 

something he considers real. ~Q 

That leads us directly into the third matter. ~ The Waste Land, 
--_-...-#-~--

1 
,-

though Eliot refers to Buddhist, Christian, and Hindu wri~inq~, he is not 
} 

./ ,consideringl)a choice af\Dng several sacramental ,options. He has relig\on 

(as opposed to.! rel'igion)' in nrind. W'lat'it is he cannot say exactly, nor 

can he tell us what area lt includes or ~hat denies. He 1nvokes the varlous­

customs and systems o~ thought and belief as a circumference within WhlCh 

, 

. , 

his own belief lies. He is aware of wh~t has been called the depttl d,imension,_ 

<, 
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, 
and his sacramentalism resti on that. In Tillich ts,terms, this is, 

relig;0n. And if Eliotts option seems vague and syncretistic, we should 
~ 

remember.thase charges were made of Tlllich. Christian the poem is flot, 

but rellgious it is. And needless to"say it has been strongly lnfluenced 

by Christlan tradition as has its rellgious expre~sion. 

" 
+. 

A further point again concerns what the poem is no~ "Geront i tln" 
t 

was an exploratlon of sacrame~talism with a view ta seei~g if it was worth , , 
, ' 

, l ' 

the s'acrifice of se'lf and effort. J!i_eYi!.;;k_LJlnd_ -does not repeat that }tudy.~ 

"Gerontion" found that submission to Christianity meant a sacl"ifice of self, ,J 

and that was somethinq its herq wa~ nnt ~eady to make. Gerontion ~ight 
'1 

reGognize t~e me~ning of Original Sin but~~uld not confess·a total 

depravity. ~e would admit he coul~ not of his ow~ effort raise himself .1 
t~ heaven; but he could raise h4mself tb somethinq, he felt~ and that was 

far~better th an becoming nothing. To rai?e himself through ,aesthetics to 

the status of creator ".5 wha.t' he set out to do and what he feels he has 

,. done by thé end ~f the poem. \, T~e ~i ewpoi nt of nle_ Wa~~_l-a!l_d i s tha t- of 

~ a sadder but, the 1922 Eliot would say, wlser m~n. Perhaps the persona 
,1 , 

he has created for the poem has tried to make something of"ITimlél.f but failed. 
, y r 

Perhaps he has fa-(led times without number, for he see~ to beli,eve the 
>Il> 

self that Gerontion was so fond of is not worfh ~reserving. Earlier in 

this section, Maxwell and Gar.dner quotes spoke àf. "the ~nsistence on sub-' 
. " 

ordination-of self to external control" and "pride &roken" as strong elements 

of the poem._~We could also repeat Headings' words: "The necessity·t~ 
20 

transcend one's self"is a basic thell1~f the poem." So'''Gerontion" 

, 

,anq Jpe Waste Land are two different points of, view and p6int ta two differ~nt f 
purposes: The 1922 poem is lot repeatinq ,Gerontion's self-assertion. 

~~ \ . 

The fifth point, then, is ~ ask what Ùl~ W~s'te Lar~.d. is doing. 
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The poem 'q nd ...t he p are looking_ for sufficient solutions. 

\ \ 

1 

\ 

\ 

Will ano/ 
- 1 " - - . 

one explanation of l,ife and the world stand tfY-<l~self? Â~ far 8S 
l , 
1 
\ 

sacramentalisrn is con erned,' Eliot 1S asking not mèreJy if relig'{on is \ 
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a p'ossible solution,-n t merely if it is the best solution',but if, i~ 1S\\ 
sùfficieJt: 1 if it solv' everything that the poem has revealed of l ife '. 

. . \ 

and the world. And the P, em has revealed' sorne grim' an difficult SitUationSI'\ 

It is"'no wo~er the poem e ds short of decision. South m introduces The \ \ 
" \ 

\ .. 

.-\\ 
, 

Waste Land "witn the words, 

The 

\ ;' 

1_ 

t 
1 
JI 

r 

1 . 
'If 

The theme of t e poem is the salvation of \ 
the Waste Land, not as a cer.tai nt y but a 
possibility: of emotional, spiritual and 
intellectual vita ity to be regained. 21 

.,. 

poem erlds st i 11 'reach i nq 
~& 

ssibilities, and the searc~ goes on. 

kr 
, ~r 

~I 

V r / . (/(, 
IO/v ~ l' , 

,r 

~ , 
~ 

" 
::.~ . \ 

.,:) \ ,. 
, 

\ 1 

\ 
, \ 

\\ 
\\ 

, , 
1 



1 
e 

- ft 

/' 
184 

, 

Footnotes 

"1 ~axwell, p. 97. 

E. P. 
2 As quoted in William Pratt (ed.), The Imagist Poem (New York: 

Dutton & Co., Inc., 1963), p. 18. 

3 In "U1ysses, Order and My th," Dial, LXXV, 5 (November, 1923), 
483. 

J 4 I. A. Richards, Science and Poetry (New York: W. W. Norton, 
., _1 1926), p. 76 fn. Eliot commented on the comment in "Dante," Se1ected 

" 

Essays (New Yor": Harcourt, Brace & Wor1d, Inc., 1967), p. 230. Richards' 
"last- word" can be found i_n his r~-issue of Science and Poetry (under 
a new title): Poetries and Sciences (New York: W. W. Norton & Company, 
Inc., 1970), p. 64 fn. 

5 
"Thoughts After Lambeth" (1931), Se1ected Ess~, p. 324. '. 

6 H. M. McLuhan, "Tennyson and Picturesq~e Poetry," The Interior 
Landsca e: The,Literar Criticism of Marshall McLuhan, 1943-1962 (New 
York: McGraw-Hill Book Company, 1969 , pp. 135-55; and Jacob Korg, "Modern 
Art Techniques in The Waste Land, Journal of Aesthetics and Art Criticism, 
XVIII (June 1960), 456-63. 

7 Eg. "Crucifixion" 1590-95 in Portfolio and Ar-t News Annual, 
p. 154. 

8 Eg. "The Wor1d Ups.ide Down" in Our Bruegel, ed. by Bob Claessens 
aod Jeanne Rousseau (Antwerp: Mercatorfonds\ 1969), plate IX fo11owing 
p. 40. " 

9 Eliot, "Ulysses., Order and My th," Dial LXXV (Nov. 1923),483. 

10 T. S. Eliot, The Sacred Wood (London: Methuen, 1960), p. 49. 

11)iE!é par:-ticularly p. 31. \ 

> 12' Ian Hamilton, "The Waste Land," in Eliot in Perspective: A 
Symposium, ed. by Graham Martin, p. 106 . ... 

13 Ga rd t',ler_, p. 43., 

14 Mattheissen, p. 36. 
" 
~ 15 Headings, p. 54. 

16 
Maxwe,ll f' p~. 



.F, 

'. 

1 

.. 
1. 

, 

f1 Headings. p. 50 • 

18 Maxwell'\ pp. ,116-17. 

19 Gardner, p. 98. 

20 Headings, p. 50. 

21 Southam, p. 69. 

\ 

185 

.. 

\ 

o 

1 ..... 



i 
t.-

') 

CHAPT ER IX 

FURTHER SACRA~ENTAL CONSIDERATIONS 

The Hollow Men (19?4-?S) 

Thi thing t~at digtinguisll':=!s flle Ho'low Men From The 

Waste Land is the way the options reduce. Secular options have 

disappeared as separate and distinct possibilities, and the only 

choice remaining is sacramentalism. 

How close that sacramentalism ,is to Christianity is not 

entirely clear. Outside of certain allusions to the Divine Comedy 

an'd Vita Nuova of Dante there are few distinctly Christian inti!lT'-

• 

. . ~ 

Whetner the Christian elements of the Dante allusions were 
{ 

sought or merel'.y accepted is hard te say. There;s not~rnQ distinct-

ly foreign to Christianity in the poem, and there ;s noth;ng intro-

duced to restrict the operatlpns of the Christian elelTlents. Pro~ably 

théy are not exce~s baggage accepted from Dante as' part of an other­

w,ise valuable consignment. They seem somèthing sought. 

Have secular answer,s really gone? Traces of ethics, aesthetics, 

and asceticism are present. The following paraoraphs will examine 
, -

these elements one by one in order to see if the poem reQard? them 

as viabl e options. 
, ... 

" ", 

. , 



1 .. 

First are the mor,al impl ications in the period. The 

minor poem "Eyes that last 1 saw in tears" was Dart of an early 

draft of The Hol1ow Men. It was nrobably composed in the second 
l 

harf of 1924. Helen Gardner fee1s that the last meeting it men-

tians was a partinq reminiscent of "La Fial ia che Piange." The 
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concep~~....:,:..__~_- __ ----- ------ --\---- - ----------------- ------

.•. Tears 
Throuah division, 

in conjunction with "golden vision" can carry no other sensible 

meaning. Now the eyes have reapoeared "Here in death's dream king-

dom," but without the tears. Gardner infers that without te?rs 

;s not simply tearless but accusing. The pàrtinq was ,his fault, 

and his conscience is bothering him: "This is my affliction." 

Gardner is correct; for in the second stanza the pro-

tagonist moves bey~ his guilty life to "the door of death's 

other kingdom." He fears it as a pl ace where those eyes will 

reappear and, in a final judqment, hold him "1n derision." 

It should be clear from this analysis of the brief 19?4 

poem that ethical co~siderations are no longer a secular matter. 

~ It does haopen somet;mes that the borderline between secular and 

sacramental is vague. "Honour your father and ~her that your 

days may be 10nQ in the land'~ could be a call to conform onels 

sel f to the workinqs of a secul ar un;vers.e that happens to be 

bu; lt in a particul a r mora' fashion. That i s to say, it coul d 

mean that if it were not for the words that follow that command-

ment. In context it is distinctly sacramental. The poem is also . .. 



y-e· 
A sense of guilt ;s very different fram a sense of having committed 

foolish indiscretion, and a judgment in a hereafter is clearly 

supranatura l . 

The second section of The Hollow Men ret.nforces a sacra-

- -mffital lnterpretation of ethics. There the second pdraqraoh opens 

w1th a request: "Let me be no nearer," Tt could very \oJell be a 

prayer. The protagonist in this paraqraph wishes t@ hide, presumab1y 

from the "Eyes 1 dare not meet in dreams. For him, 

... tha t fi na! meet i ng 
In the twiliqht kinqdom, 

the final judgment, is a thing to be dreaded. 

The location of Section IV has shifted to "titis last of 
~ 

meeting places," and "The eyes are not here." The orotâqonist's 

worst fears a,re not (eal ized, yet .he finds hirnsel f in è1 more terribl e 

situatlon: the realm of Dante's trilTlTIers, spurned by evil as well 

as good. Now the possibility that the eyes will reappear, as 

Beatrice's did for Oante, is the one hope he has. The poem has 

passed beyond sorne sort of t40ral Re-armament to sal vation Nom out"; , 

side onels own self and efforts. 

Asceticism~)5 the second aspect of the pe,riod that needs 

consid~ration. The first thinq to notice is that city scenes are 

entirely missin9 from The Hollow Men and the two minor poems of the 

same period. We have noted how Eliot in "The Death of S't. Narcissus" 

turned away from the .cit~, with its crowds of people, ;n order to 

find himself through isolation and ~scet;c practices. The Wtste Land 

began with city crowds in city. places, but gradually turned to the, 

188 



-

Il 

arid waste1.ands. The poem showed no real'hone til1 the city had v 

van i shed. 
. 

It was in the wild~rness, a place of ascetic deprivation, 

where hope appeared. If urban images are -cons idered cl osely, never 
! 

have they been used as instruments of",Promise, hope, or blessinq 

in any of Eliotls noetry. 

The same pattern continues in The Hollow Men. It is on 

the barren beach of th~ tumid river that thcughts turn to the 
1 

1/ perpetud l s ta r. Il It is when all comfort lS qone and the dance 
1 

is around the desert prick1y pear that an attempt is ma'de to say 

"Thine is the Kinqdom." And the nrayer of the second section of the 

poem cornes a fter a gl imps e of a Pa radl se where the on l y hi nt of 

city is a broken co1unm cauqht in a ray of sunl ight. The prayer is 
1 

1 

not for ,a return to the city but for disQulses that will ma·tch the 

rural scene: 
" 

Hat~s coat, crOl'lskin, crossed staves 
In a'l'ield 
Behavinq as the wind behaves.· 

Better to be a lonely scarecrow in Paradise than to have reunion 

wlth city aCQuaintances on the banks of the tumid river. 

Deprivation in The Hollow Men is not a mere matter of 

retreat from the city and from physical comfort. There is the whole 
~ 

matter ~f sense deprivation: 

Shape without form, shade without colour, 
Paralysed force, qesture without motion. 

. , 
In part, this uniform grayness is symptom of the disease of empty men. , 

But Section IV indicates that necessity may be a virtue, ~hd hope i~ 

one possibil1ty of death ' ~ twn ight kingdom. 
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'The poem does not declar.e~ however,_ that ascetidsm,in 

itself is the road to salvatlon. .' It declares tha t those in the. ,'.\, 
, \ , 

described condition of de,privation are "Siahtléss, unless. ,," 

somèthing is given fr~m outside. Asceticism has become a portion 

of the saCramental answer. 

The third area of study is beauty, and the disapnearance 
, 

of the city has aesthetic implications as wen as ascetic. Eliot 

lnvariably pictures the city as dirty and dismal. That has been 

his way of pointing 04t the boredom and horror he wished to portray. 

With the ci ty gone; there has been removed much of the unaesthetic. 

There are still "rats feet 'hver broken alass" from time to time, but 

somehow the straw men are caricatures of humanity instead of monstrous 
" 

travesties as were the young men carbuncular and women qathering fuel 

in vacant lots. 

Moreover, the poem has lyrical passages. The closest 

The Waste Land came to song, other than the parodies, was the delirium 
• 

of Section V' s flNo-water fi p'assage. In The Hollow Men, the first 

and third sections are too staccato to be lyrical, and the fifth 

section is composed of jaqged ends. But Sections II and IV could 

be sung. Eliot has also bequn to use IIpoetic words. 1I He speaks of 

sunlight, vOl~es singing, eyes, and stars instead of soot, yellow 

fog," broken springs, and di~gy shades. Compare the following 

passages, fr~m IIPreludes" and The Hol1ow Men respectively: 

,. 

~ 
1) And now a gus ty shower wra ps 
, The grimy scraps -
'~O,'withered leaves about your feet 

,And newspapers from vacant lots; 
, \ 

" v 

~I 

, .. 

" 
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There, is a tree swin?inq 
And VOlces are 
In the ~indls singin9 
More distant and more solemn 
Than a fadinq star. 

Both have somethinq of a lyrical quality, but only the latter uses 

tradit iona l poet i c ,1 anquaqe. 

The aesthetic Paradise depicted in Section II is no more 

a natural means ta reconciliation than was the asceticism of Section IV. 

0R~ critic has suggested that "Sun li9ht on a broken column ll is an 

e4Ar1Y version of the shaft of sunl ight passage in "Burnt Norton." 
1 

Whether or not that js true, it is evident from the intensity of 

the whole s.ection that this holiow man is reaching for somethinq 

beyond the natural. Supremely natural are tlle imaoes, and extremely 

beautiful; but the meaninq is more than natural beauty. The second 

paragraph recalfs Dante again. Here is the same love-shame relation-

ship that existed between Dante and his Beatrice. Then there is the 

rose image in Sec~ i on IV. Aga in it is Dantels, and aqain it expresses 

more than natural ,beauty. If the sunlight passage çan be taken at 

" 
full value,'il~sthetics, is a means of supranatural qrace. If that is 

1 

an over-reading, aesthetics is at least an imaqe that expresses the 

supra na tura l . 

Enough has been said of sa~ramentalism to show it is a live 

option in The Hollow Mén period. Whatever aesthetics, asc~tics, and 

ethical points the poem contains are facets of it. There are several 

further points to Q~ made though. , 

In the first place, the IIqeography" whi ch El iot has adopted 

for his poem ;s exactly that of the Divine Comed,Y. There are Limbo, 
~ , 

the Inferno. -Purgatory, Eden, and Paradise. And much more ;s made 

1-:,.' 



of L imbo (t:hdn ei ther pl ace of fi re. 

That leads to the second point. The emphasis on Limbo 

reflects the persona's self-estimation. He feels he is not worthy 

of entering hell, let alone heaven. His disease, jU~lnq from the 

Dante cantos, must be apathy. Section V v:einforces t at interpre-

tation. There a "Shadow" falls between idea and actio 50 that 

nothlng reaches completion. He lacks the will pow~r to sustain 

his drive, and his orayer l:>ecomes the s;gh, "life ;s very long." 

The sacramental geogranhy the persona sees may be Christianity or 

something very tlose to it, but its higher and even mlddle regipns 

are beyond reach. The answer ta his angst question still escapes 

him, and the seat of hi s troubl e is hi s \'';11. 

The matter of will needs further investigation. Instead 

of steadily searching out a sacramental solution, the per'sona wishes 

to hide: 

Let me also wear 
..• deliberate disouises. 
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Prufrock a1so donned a mask in order to protect himself. With Prufrock, 

too, it may have been a nrotection from decision. The shape of the 

disguises--"Rat's coat, crowskin"--indicates a wish to be merely 

animal. Animals do J1Q,t have to make sniritual decisions. IAnother 

wish is to behave "as the wind behaves": acce~.tance ol the easy 

direction, withoqt alm or purpos~. \ 

Two imaqes recurdll9 thrO~ghou(the work ~ave ~ close 

connoct!on with will. The firstl, is the image of eves" ;~se who ,\ . . ' .. 
go to "death 1 S other Kingdom" (th\Capita l ized "Kil indicates paradi se) 

.-.. 

(, 



do 50 with "direct eyes." On the other hand the persona avoids 

people's eyes. He cannot even meet the eyes of tho~ in a similar 

condition of Limbo. Instead they must "grope together." 

The second recurring image, like the first, indicates 

both lack of will and personal isolation. It concerns speech. 

In the hollow valley of Limbo, souls "avoid speech. 1I All attempts 
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at prayer in Section V are inarticlIlat~. \Another thouqht in relation KJ 
! '2 ' ~ 

to the failure of articulation cornes from Williamson. He believes 

,thejfirst and fifth sections of the poem take place in church where 

the persona 1s unable to collect his thouahts. Whether or not this 

is 50, the words, 

Our dried voices, when 
We whisper to~ether 
Are quiet and meaninqless, 

remind very much of "Gerontion," ,where whispers occurred during r'\Ass., 

and worship was diluted in various v/ays until it became meaningless. 

There is o~e final noint to make in regard to the nersonals 
,r 

bel ief.~~.,b N~t only is sacramental ism a .' i)OPtion 

is the only option: He will be--

Sightless, unless 
The eyes reappear 
As the perpetual star 
Mul tHol iate' rose. 

in his eyes. It 

The outs1de agency of a Beatrice or Mary has beep noted before, but 

that this is the only answer should be emohasized. 

Th~ personals final condition is the next concern. He has 

no will of his own that can bring him to an answer. There is the 

one small hope of outside agency. But he has no control over this 

.... 
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e-

1(, 

agency. He is isolated. The agency is tota11y external'- If the 

eyes appear there is little hope that he will be able to meet 'them. 

t, 

The 'end condition, then, is despair. It is not total, 

black; it is "twilioht." !t- is a "shade without colour." The 
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,-
. questîol') is wheth~r the twil iqht is dawn or the dus.k Defore darl<ness./ 

The only indication is the l ine, "In this vall ey of dying stars',1 

Stars di~ at sunrise, but that is-- , 

.. 

The hope only 
Of empty men . 

/ 
/ 

There is little else that is hopeful. Despair cornes out 

in the "Shadow" (capital ized) coming between him and f filment. It 

~is there in the "whimper" with wtlich the \iorld ends. The whole poem 

though lyrical at moments, is closer to a keenin;/lament. there are 

numerou~ broken rhythms and inserted thought's. /The tone is monotonous, t( 

the voic'e of a person at the thin edge of de~alr; Gardner calls it 

"~h~ ghost of a plaY",l tota~lY lacking va/ty, 

Desoair is over the unsolved c6ndition of fraqmentation. 

In Section II, the refusal to embrace the joy of Eden is followed 

by "the cactus land," a desert desolation where lips that could have 

<. kissed instead "Form prayers to b,roken stone." In the minor poem, 

"The wind sprang up at four o'clock," the waking echo ;s "confusing 

strife." ,Further fragmentation 'çan be seen in the repeated use of , 

"broken. 1I ,/IW;nd li is a frequent image. It sings, it swings the trees, 
1 

but it also. breaks- the bel1s ~nd behaves erratica'lly. So the poem 

that begins in meaninglessness, and even there uses the word, ends in 

the same manner. 

,~-

1 
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A final word concei'ns the Conrad sources of The Hollow r~en . ... 
T~ Heart of Darknes5 was obviously a 'prime source eof ideas for 

ç 

the poem. The question is, whdt use did Eliot make"of those ideas? 
4 

Unger sees the same "tepid scepticism" in El ;ot 1 s po'em as can be 

found in Conrad. -T~ere is a world of difference between sceptfcism 
,( •. , 

and despair. The ward does not apply ta the El iot poem at a11, and 

to the Conrad ~ook in only limited ways. Sorne writers have noted 

Eliot's remark that Conrad's Heart of Darkness was a supreme example 

of the invocation of evil.They have derided [liot's poem must be 

the same. It is n'ôt. It is nothinqness, 'emptiness, vacuity the 

persona feels . 

.1 A summary of the personals condition ~ould say of him that 

1% 

~e lS in a state of belief but not a state of commitment. He bel;eves 

his answer lies in sacramentalism. He may not be clear on exactly 

what ~rm the saCramentalism takes, but it is close at least ta 

the borders of Christianity. Moreover, the answer ;5 beyond hlS 

reach. Thus according to his view commitment is out o·f the question. 

There is no way he can give himself to what he be11eves. The final 

section in particular shows him attemotlnq to commit himself, bLtt 

on1y to find that his own weak will is not enouoh. , 
/ 

Sweeney Agonistes (1924-??) , 
5 

Carol Smith has found evidence that early drafts 'Of these 
~ . 

two .fragments date back to Sent!!!mber 1924 or earl ier, tliouah. ffley 

were not pub1ished until October-.l92/i and January 191>7. During that 

span they were considered part of a orojected work that Eliot cal1ed 

"Wanna Gp Home, Baeby?" The "Sweeney Agonistes: fragment of an 

,) 

, 1 
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Aristophanic Melodrama" tit1"e did not appear u'ntil 193? and, thouqh 
'\ 

attractive from a reliaious ~nersnective, should not influence 
• 

considerations of the earlier period. 

Ptofessor Smith's book is the definitive.study of this 

work, virtually the only one of imnortance. Her interêst is in the 

dramatic possibillties it displays, whereas this thesis is concerned 
, 
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with reJ igious deve1opment. Furthermore, instead of, takinq an intrinsic 
'-

~ 

stance, she regards the work ')from a poin.t ;n time far removed from 
• 

the two fragments and allows and encourages the interveninQ develop-

ments to shape her view. For these reasons some ideas wi ,n thi s 

section do not agree with her own. 

, f 
v The most obvious diffèrence concerns the matter of "social 

" " f; , 

usefulness." Smith quo tes lliot's 1913 statements about social 

usefulness, and it is clear she is thinkinq of Eliot's work as a 

means of pro(?agating spir!tual insight. 8y 1913 that may have 

been 50; but in the mitl-twenties it was no more than a means of 

express'Jing those concents and feel inqs. That the poem is the addre5s 

of its principal éharacter rather than his propaganda or socia11y 
r 

useful teaching fits Eliot's;~~scriPtion of the fragments as he 

gave it, in 1933: ;,,. 

- . 

, , 

1 
1 

.' 

- . 
My intention was to have one character whùse 
s~nsibili~y and inte11igence should be o~ the 

,plane of the most sensitive and i~te11igent 
members of the audien~e; his speeches should 
be addressed to'them as much as to the,other' 
persona'ges in tile play-.:or, rather. "'Should be 
addressed to the lattér,\'{ho wer,e to be material t 

litera1,-minded and visionless, wjth the Conscious­
ness of being overheard by the formet. There 

\. 

/ 



( , 
was to be an understanding between th1s nro­
taqonist and a small number of the audience, 
while the rest of the audience would share 
the responses of the other characters in the 

7 ' • play. -"l' 

The character Eliot had in mind as he spoke those words 

was Sweeney. Presumably the plane of sensibility and inte11igence 
r 
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on WlilCh he is cl'"eated is Eliot's OIm. However, that is a 1931 remark. 

It is wiser to build a_ description of the spiritual standpoint of 

the 1924-?7 Eliot usinq only the evidence within th~se unfinished 

poems. 

Doris is Sweeney's main foil ïn the poem. She has made 
f 

earl itr appearances ln El iot' s work. That the first draft of The 

HoJlow Men should have been entitled "Dor1s's Dream Songs fJ tells 
, 

us little~ but the Doris of "Sweeney Erect" Çlives an idea of the settinq 

in Sweenel' Agonistes. It was sh~ who administered snirits--of a 

distinctly material kind--to the epileptic whi1; the "ladies" 

of the "house" looked on. M1'"5. Porter's name is mentioned as the 

"Queen of Hearts." She appeared in The Waste Land, and a case 

could be made for her being a houst madame. From such characters 

and from their associat~s one would not expect great spiritual 

sens iti vit y . 

The Doris of the Sweeney fraaments is no lonqer in Mrs. 

Porter's employ (or Mrs. Turnerls). She has graduate<rto better 

th; ngs. Perei ra pays the rent. Dori s therefore has certa in res­

p!nsibilities, and they clash wjtb her des;re for a good t;me . . " 
The resPQnsibilities are a necessary evil. He i5 owed ,. " , ", ' '. 

for the_ mt, but "it wouldn't do ta be too nice ttrpùeira." , . . 
Perei~a never ~ppears on the scene; 50 one has no chance ~o estimate 

, 
1 
1 
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his character directly. ~ TJhe girls, though, whether from true . . 
\ ' 

knowledge or because of thei7 sense of debt, have definite views: 

He's no gentleman, Pereira: 
Vou can1t trust him .... 
And if you can1t trust him--
Then:you never know what he's going to do. 

It is not until later in the scene that we begin to suspect 

a sacramental meani ng behi nd thi s "profane" language. Dori 5 and 

Dusty turn t~ casting their fortunes with a pack of cards. Things 

begin badly wi1f Pereira appearing in th~ first card; out then there 
l" 

is promise of.a party, the guests no doubt bringing--

A small sum of mo~èy, or a present 
Of wearing apparel. 

-<!~ 
Later cards bring doom: liA quarre1. An estrangement. Separation of 

fr i ends; 1\ and "The coffi n ," wh i ch Dori s fee 1 sis her' own. 

Cards appeared in The Wa?te Land. There they had two 

funct ions. In the' fi rs t pl ace, thêy represented mys tery cheapened, 

and as slJch served to describe the "believers." In the second place, 

they proved to be accuratè and therefore acted as intimation to the 

reading audience of a genuine sacramental realm. 

The same purposes are served in ~5w'ké"ey Agoni stes. Dori s 

and Dusty believe the cards in the same way Madame Sosostris and her 
1 

vi s Hors bel ieved. In other words, i t i s not 'merely that thei r fears 
~ 

are occasioned by the cards, not merely that the cards are thought 

to correspond with reality. The correspondence is a super~tition, 

!i IIspell ,II rather than the, rational objectivity of a secular person. 
\ 

Their belief, though, is primitive in that they have little more th an 

a general dread and no way of hand1ing 1t. 
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Again the cards are accurate. There is a party, and 
/1 

Sam (the Kna ve or Hea rts) doubtl ess bri nqs gifts of money and 
.,; 

.wearlng apparel for his two Queens. The Knave of Spades is ei~her 

Snow or Swarts, and bot~ come to the pdrty. Sweeney (the King of 

Clubs) turns up; and the conversation turns to death, with a stewpot 
~ 

and bathtub for coffins. The accuracy in itself is not the point. 
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Through the cards the audience catches a glimpse of~acramerital denths. 

Perelra ta kes on a new ra l e in thl s sacramental l iqht. 

Doris and Dusty dread his appearance, for it is he through whom they 

live and move and ~ave their beinq. His appearance will be an 

accounting, and thus the teleohone is the voice of doom for them. 

Dus ty makes excuses in the hooes of postponement. Dori s, shI:: says 1 

~ 
has d "chill." "Pereira,1I accordinq ta ProfessaI" Smith,' is a medicine 

used ta fight fever and not the thi ng fol'" a ch; 11. The accounti ng i s 

postponed until Monday sa that Dol"';s may make use -of a home-made heat 

prepdration ta overco~e her chill. 

,The time, thoUQh, is used in oartyinq. As in The HollowMen, 

the path of least resistatlce is the easier way. But life without a 

depth dimension is empty. Despite the easy fami1iarities of "Loot" 

and "Cap," the characters are in isolation: 

l' m afraid 1 didn't Quite catch your name-­
But l' m very pleased to meet you all the same. 

The gentleman visitor ;s not to be blamed for this. Dusty and Doris 

seem 1ndistinguishable to the audience too. P1easure for its own 

sake--and again the city appears-~ii mean~ngless~ 

.•. London's a little too gay far us •.•• 
Don 1 t thi nk 1 mea·n anythi ng coarse--
But l' m afraid we couldn' t stand the pace. 
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Thus the end result is boredom, not unlike that of The Hollow Men." 

Doris is not fully aware that it is her own boring situation she 

is describing when she says, in response to Sweeney's summary of 

1 ife: 

Birth, and copulation, and death. 
l' d be bore-d.... l' 

That's not life, that's no life 
Why l'd Just as soon be dead. 

Dori s, despite those words, does not wi sh te face the 

subject of death. It is too much a part of the whole subject she 

wi shes to avoi d. When Sweeney bri ngs it up she says, 

Oh r~r. Sweeney, please don't talk, 
I cut the cards before you came 
And 1 drew the coffin. 

But Sweeney persists. 

" , 

That brings up the role Sweeney plays in the poem. Wherever 

he goes he carried a swi~l of violence with him. He is the cannibal , 

who will cbnvert Doris into a stew. It is he who lays bare the 

horror of animal life: 

Vou see this egg 
Vou see this egg 
Well that's life on a crocodile isle. 
There's no t~lephones ~ 
There's no gramophones 
There's no matar cars ... 
Nothing at all but ... 
Birth, and copulation, and death. 

9 
He then proceeds to beat the eggs to show how futile that life ;s. 

Later, he tells of a man who "did a girl in," and says, 
. ! 

Any man has to, needs tû, wants to 
Once in a lifetim~~ do a girl in. 

, 
The reactions of thase at the party are divided. Doris, the more 

spiritually pursued, is re~ulsed and tries ta hide. Swarts, the 

least sensitive, has no idea what Sweeney ;5 saying and head5 off 

" 
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~n directions that "don't app1y." Sweeney, though, relentlessly 

J ;Jrounds thema11 up and haul~ them back on track:-

\f , Exactly what that track is depends on what role Sweeney 1S 

playing. And that question is best answered by asking why a11 that 
., 

violence is t!lere in Sweeney's character. There are three possible 

explanations. " 

1 
By 1930 Eliot had become canvinced that inaction is the 

worst of human conditions, that "It is better ... to do evil than to 
10 

do nothi ng. " Though those words come from an Eliot several years 

beyond ~~eene..L!\~o.!l-V_~2. they may descri'be the El lot of the 1924 .. 27 

period a150. For Th~ Hollow ~'e_~, written about the 5ame period, 

seems to say the same thing. There it seems better ta be--

... 1ost 
Violent souls 

than ta be completely hollow. While this element of The Hol10w Men 

could be an unnoticed impoft fram Dante only later to be understood 

and embraced, the idea of a violent man sendlng forth ripples th\rough 
, 

a placid society is not new to the mid-twenties. Mr. Apol1inax ~id 
,? 

50 some t~.years before. His violence was admired by the author 

though not emulated. Perhaps the intervening years had changed Eliot. 

There is little internal evidence either way. Vi~lence is present! 

ànd it may or may not be an end in itself. 

The second reason i5 that violence could be a means to an 

end. Sweeney may have the ~Qle of Guardian like Henry Harcourt-Reilly 

in The Cocktail Party., Sweeney's violence may be an attempt to drive 
~ 

the other characters to the sacramental. Those other characters have 

'1; surrounded themselves with distraction5 in order ta protect themselves 

?Ol 

'from anxiety. VioleXce could be the means of stripping away the illusipns. 
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That is what Carol Smith 'oelieves to be E1iot's purpose: 

He expresses in thi s fragmentary piece the 
theme which, with variations determined by 
his changing theo1ogica1 position, was to 
be his throughout virtually ilJ1 of his dramatic 
work: th~di1emma of the spiritually aware individual " 
forced to . xist in a wor1d unaware of spiritual 
rea 1 ity.1 

Such an interpretation of Sweeney's ~Qle wou1d male him the hero 
( 

of "sensibi1ity and intelligence" who, in E1iot's 1933 remark 

al r-ead{ quoted, addresses the "sma 11 number of the aud i ence. " 

Th~re is some interna1 evidence which would indicate 

that Sweeney has the role of Guardian. In the first place, there 

is sorne connection between Sweeney and Perelra-God. When the Klng 

turns up in the pack, the card is ambiguous. Dusty says, "It's 

Pereira," but Doris malntains, "It might J.!Ls_t. as well be Sweeney." 

Both are feared by the pl easure-seekers. Later on Sweeney says, 

l've been born,and once is enough. 
Vou don't remember, but 1 remember, 
Once i s enoug~. 

Baptism is sometimes described in terms of death and rebirth. 

Commitment could be too. If Sweeney had come to commi tment he 

might remember the agony of the rebirth; whereas the others; being 

uncommitted, would not remember. 
1 

These exp1anations are heavily dependent o~ externa1 ideas 

and seem a 1ittle weak in the light of the third possible explanation .. 
of Sweeney's violence. Sweeney cou1d be a fish hooked but by no 

means 1anded. His thrashing is''''''ot purpos-e1y directed against the 

'other characters in hopes of bringing them ta enlightenment, nor 
'. ~", 

is it part of a dialogue for an enlightened few in the audience since 

he 1s not fully aware of his own meaning. Dusty and Doris withdraw 

from him, nct because he is an apostle of Pereira, but because his 
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pain reminds them Qf the know1edge they are avoiding. Furthermore, 

the "born again" quotation indicates dread on Sweeney's part: "Once 

is enough ll does not mean once is efficaclous; it means once is all 

he can stand. What he remembet;;s what the others don't remember 

because they have succeeded in repressinq it: that "Somebody's 

gotta pay the rent." The b i rth i s not to commi tment bu t ta the 

condition of being half al ive. Sweeney refuses to qo further. 

Once is more than enough, a "niqhtmare" in which he eventually 
, 

involves the others; but to the final knockinq he stubborn1y pro-

claims that "It's nothing to me and HiS nothinq to,you." If he 

were committed to the sacramental cause rather than cauQht in it 

he would not be r~peating such sta tements. 

This third interpretation would' be more appropriate to 

someone bearing Sweeney's name. Sweeney appeared several times in 

ear1 i er El iot poetry, but never as the sens itive hero the second 

interpretation of his violence wou1d imol y. He was somethinq of 

an î1nti-hero in IIMr. Eliot's Sunday Morninq Service. 1I He was crass 

and crude and hiahly insensitive ;n "S\'/eeney Erect." And whatever 

sensitivity he has in "Sweeney among the Niqhtingales" was more animal 
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perceptiveness than a spiritual qual Hy. In usinq the same name El iot 

is asking us to recal1 such traits. Whatever picture we bui1d must 
, 

not deny those qual ities. 

It therefore seems probable that the track of Sweeney·s 

1ife and the track to which he drags the other characters is not 

sorne form of sacramental salVit;on. IJudging from the final chorus, 



it ; s the path of feaY'; the fè:â.~PY'eads :~~m a sacramental point 

it is an unavoidab~ danQer. vlhdt we see of Sweeney of orioin; and 

supports such an idea. He, t09, ;s pursued by hidden fear, a fear 

that penetrates the whole piece and is mult;plied by the poundinq 

rhythms. Like the man who did the 01/1 in, he cannot always tell 
, "\, 

the real from the phantasmagorical. He is as isolated as the others 

in his fâil'ur"e to communicate: he "qotta use words" wh ether 0'1" not 

the others understand and, more to the poi nt, whether or not he 

understands. There is nothing else to use. 

Does Sweeney understand what he says? t41e audience is 

addressed by Sweeney according to Eliot's 1931 quotatlOn. However, 
1 

does he dddY'ess a mood to them or a fi rm concept? The audi ence 

must be carefiul not to read into hi s words more unders tandinQ 

that he has. If El iot had been totally hanpy with Sweeney's addresS 

he would not have dec;ded in the 191? issue of Selected '~oems to 
J 

label the fY'agments as irY'evocably "Unfinished Poems. Il 

Whether or not Sweeney's sacrafTlental thoughts are half­

formed ;s somewhat baside the point. The real question ;5 whf:ther 

the author in the mi d-twenti es was aware of anything more than hl S 
12 

principal charactel'. Both were aware of the "hoY'ror and desolat;on" 

of spiritual·- awareneS5. But had Eliot brou9ht it to a sharpef" focus? 

Better still, had he seen beyond it something of glory? 

"Journ!y of the Mag;" (1927) 

, The poem ; s an ; ntervi ew with one of the thY'ee Maq i who, 

according to Matthew's gospel, visited the Christ soon after his 

204 



bi rth. Not onl y i s 

ti nctly Chri stia n. 

the t~e 
, '\ 

Thera are 
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sacramental, but the imaqes are dis-

three paraqraphs, the first two of 

which describe the journey, a d \he th;rd of which ;s interpretation. 

The first paragraph is poetically flat (thouqh skilfully 

handled). It is a list of compla'nts and prob1ems that the Mag; 

encountered on the journey from th~r eastern Kingdoms to the Jordan 

valley. The Magus mentions the adve~~e weather, the length of the 
\ 

journey, the POOl" trails or "ways," th~ transportation break-downs, 

regrets at undertaking such a trek, th~~oor quality of the employees, 

discomfort, poor accol111lodations, inhospitable centres, and doubts 

that what they were doing would come to anythinq at all., The adjectives 

are bleak, and the rhythm is as austere as the mood of the content. 

The second raragraph brings the r1aqi to a Iitemperate valley. Il 

The l ines lengthen t the rhythm and descriptive words become sensuous 

and the who1e mood invitinq, charged with expectation. Moisture appears. 

The land is IIWet, below the snow 1 ine, Il and there is a "'('unnin9 stream. Il 

Aridity is spiritual drought in E1iot ' s poetry. Water is the opposite. 

The hooded hordes of Thé Waste Land swarmed and stumbled lIin cracked 

earth," 10n9in9 for the sound of water; but, said the 1922 poem, "there 

is no water,lI Here in 1927 is water"'and meadows, and the smell of 

vegetation replaces the "faint stale smells of beer ll in "Preludes. 1I 

The rhythm and imagery combine naturally to lead to the arrival in 

Bethlehem at the infant's crad1e. The contrast between the first and 
1 

second par~g:aphs emphasizes the closing words of the journey description: 

litt was (you may say) satisfactory.1I 



The same contrast also reveals how hiqhly eharaed are the 

images of the second paraqraph~. They are supremely natural but 

with an undereurrent of something,rnore. Irnaqes such as water and , 

lush growth (the IIvine-leaves over the lintel ll
) are used to point 

to a realm beyond the natural, and as such are sacramental. So is 

the water-mill IIbeatinq the darkness. 1I Sorne imaqes are distinctly 

Christian. The "three trees on the low sky" are premonitions of 

Calvary. the white horse galloping' is frorn Revelation. The six 
, 
\ 
\ 

hands diein~,remind one of the soldiers dividin9 the garments of 
\ 

their erucifield prisoner b!,tlot. The pieces of si1ver were given 

as the priee of betraya l, and the wi ne-skin beino abused i s the 

new one for the new wine of Jesu~ 'parable. 

The IIcharge" of these irnaaes is not all positive. This 

is especially true of the Christi?n ones, where so many times the 

hidden eomponent is not merely Christ but Christ's death. The 

freshness of ,water and vegetation, the inViqorated tempo, and the 

anticipatory rhythm subdue the dark elements, but they are there. 

Thus the stanza ends wi,th the parenthes i s: l' ..• (you may say) 

satisfaetory. " 
r J 

The final paragraph examines the implications of'th~se 
/ 

dark prophecies as well as the bright faets. 
( 

It is a confusing 

matter: 
'J 

... l have seen btrth and dea th, 
But had thought they were different; this Birth was 
Hard and bitter aqony for us, like Death, our death. 

The Mag; were men living between times. They had had a qlimpse of 

the New Covenant, enough to know the inadequacies of the old ways but 
) 

not enough of a Vlew to comprehend the way. They must return to 

/ 

/ 
1 

" 
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the Old Dispensation, "But no longer at ease here. 1I The Maous \ . ' 

concl udes: Il 1 shoul d be glad of' another death." Whether he 

means physical death and an end to his frustration or the death 

of the Old Man by beinq born into the New Covenant is ambiquous. 

Probably he does not himself understand his meaninq, for he can 

clearly see only his dis-ease. j..~ , 

Eliot is' standing behind his characters and maninulating 

them. What the pelrsonae say may be said for a purpose beyond their 

comprehension. It is doubtfuJ that Eliot would stumble on the same 

rebirth theme in two successive poems by accident. Far more l ikely 

is it that Eliot realized a qood thinq when he had created it, and he 
" 

dècided to use it again. Eliot, then, knows more than his characters. 

Nevertheless, at the same time, the El10t who understands 

somethinq of ~hristian concepts and believes in their factlcity is 

still dwell ing on the journey rather than its termination. With' the 
, ' 

exceptton of the one word II sa tisfactory," there is- nothinq but agony 

in the lives he protrays. Sweeney Agonistes ends with the characters 

transfixed by the horror Of the-knockinq. The Magus wishes for death. , ' 
r 

1 
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And these are the succe~ses, the people who have come to sorne spiritual 
". 

awareness without the intervening shadow of willessness. They are 

not in the qreyness of Limbo but in the flames o'f Purgatory. In his 

"Notes'~, ta The Waste hand (publ ished in Oecember 1922) El iat draws 

special àttention ta a line he has taken from Dante: "Poi s'ascose ,,-
nel foc!;} che. gl i affina. Il This is an account of Arna-ut Daniel diving 

back into the fl ames of Purgatory to purge himself of hi s lus t. Pa in 



e, 
'1 
• 

! 

.'( 
i s a means to an end' .for him"and per,pJ-Ps·-4Q.r Sweeney al 50, thouqh 

ci·~ 
~ , 

'the -end may not yet be conscious. C~r~.~~ly it is a conscious end 

for the Magi crossing the upland wastes on,j(t~;- -way to Palestine. 
13 

They face difficulties, but " ... in their suffering ;s hope." 

Between 19(4 and 1927 El iot has made great sb-ides into 

the sacramental realm, but he has not yet found respite from 'liis 
o 

restlessness~ He himself may have eGteredj wfthin the Christian 

domain, but his poetry has barely reached the border. The hollow 

men had not the will to enter. Doris wishes not to ent~r, not to 
t 

thi nk. Sweeney' has thought but wi sR~s'i,he had not. And the Mag; do 
.' 

not fully understan(;1 wha t they have experience<t: For El iot, th; s 
~ -

Seems to have been an arduous part of the journey, a trauma not 

forgotten even when new experiences begin. 

',. 

/' .­
" 

" 
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CHAPTER X 

'CHRISTIAN BELIEF , 

./ 

Simeon and Animu1a (1928-29) 
\ . ~ 

. liA Song for Si meon Il was written abdtJt a year after "Journey 
~ \ 1 ~ 

of the Mag;'11 Bath po~s fo}low Eliot's baptism and,corifinnation in 

the Church ~f-England.'l Yet it.is' .farofrom clear whether Eliot would 

wish to'call either poem Christian. He has purposely chosen for 

protago~ists characters li~lng between the Testaments, and in the 
, 

case of the Magus i~ is someone completely outside the Jewish tradition. 

Both poems do take as their speakers someone mentioned in 

the Gospels. Maèthew\s birth narrative speaks of Magi coming from the 

east, finding the baby, and departing "to their own country." No words 

are recorded. In fact the focus of attention is more on Herod's reaction 
> • 

,·to Jhem than on the men themselves. Eliot takes the' story, omits Her~ 

completely, adds 'details of his Qwn, and concentra tes on the Magi's 
~ - , 

reactions. r ,luke tells of Simeon receiving a promise from Gad, meeting 
... .. 

the child's parents as they bring him to the temp1e, and speaking of 

what the child would be. Eliot alludes to the details of the story 

more fully'"than he had with the Magi, but again adds details and 

focuse~ attention Qn the man's feélings more tha~ Luke does. 

" 

There are other.similarities between the two poems. Bath begin 
1 . ., 

u 

by setting the scene. One gives a de~cr.1ption of a journey,~ the other 

l 
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/ 

of a man and his national backgrQund. 

statements: lIL..should be glad of another death," says the Magus; 

while ~imeon asks, "Let t~y servant depart. 1I Both speakers are old 

men at the time the words of the poems are spoken. 

Bath personae receive hints of things to come. Those of the 

earlier poem were forebodings of the betrayal and crucifixion. The 

second Ariel Poetn makes reference to the IIscourgesll Christ will receive; 

to the II stations" of the cross on the way ta Golgotha, "the mountain 

of deso lat i on;" to the lima terna 1 . sorrow" Ma r~> wi 11 fee lat the ni nth 

IIcertain hour ll at the foot of the cr.os~~' Lukels statement concerning 

that prophecy is echoed in these line~ of the poem: 

And a sword shall pierce-thy heart, 
Th i ne al S04 \ 

Both the Magus and Simeon feel the weight of what they have seen. The 

Magus is ill at ease in his old ways, and Simeon speaks of being tired 

with 1 He. 

Despite these numerous similarities the poems are quite 

differer'\t in oné very fundamental ,way. r The Magi obeyed their urgë ta 

make the journey, but once the jburney was complete~f and Beth1ehe,m a~ain 

lay behind thém they had no idea what to do with themselves. Their 
, 

purpase seemed fulfilled, the wnole matter over and done, and yet there 

was a sense of incompletion. 'Lifê marked time after Bethlehem and 

there' was nowhere, seemingly, ta go. They were left with an unresolved 
"\ 

quest ion: 'what IIwere we l ed a 11 that way for ... ? Il 

Simeon has a more penetrating gaze than the Magus. He sees 

oeyond Chtist's death, first in echoes of Mark XIII to the destruciion ~ 



·1 

of Jerusa1em: ~ 

... Where shall live my children's children 
When the time of sorrow i5 come? 
They will take to. the goat's path, and the fox's~ 

home, 
Fleeing from the foreign faces and the fareign 

swords; 

but beyand that ta the generations of saints and martyrs still ta come~ 

They snall praise Thee and suffer in every 
generation 

With glory and derision, 
Light upon light, mounting the saints' stair. 

Simeon's vision does reach beyond the death of Christ ta further death 

and destruction. It i s therefore easy to read pessimi sm into the 

l am tir,ed with my own l ife and the l ives of thase 
after me, 

l am dying in my own death and the deaths of those 
after me. 

Nevertheless, those words are not spoken out of a condition of discour­

agement or despair. For the history Simeon sees is holy history: 

providential. There-ïs something within his vision that'makes bath 
, 

llmartyrdom ll and "ecstasy o~ thought and prayer" "ultima.yte" and dressed 

in "salvation.1I The weight of life he reveals in the two 1ines quoted 

. is nat the tribulat;ôn of generations but the wisdam of centuries. His 
} -, 

'final thought--

Let thy servant depart, 
Having seen thy salvation--

. 
is the prayer qf a contented man and far from a discouraged death wish. 

The difference between the Magi and Simeon involves compre­

hension but it is ,basical1y something more. The Mag; were aware of 

something sacramental happening but were unable ta understand lt. 
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Belief was therefore a primitive thing in them, and they could not 

reallY._"f,ke a conmitment since they were unable ta grasp what it was 
( f 

they should gnve themselves ta. Since they were not aware that any-

thing more was asked of them, they ended their lives believing there 

was some~ing to believe but dedicated to nothing in particular. 

Simeon, though, saw more and understood more. There is no 

final proof that dedication or commitment resulted, but we may read it 

into the contentment of the last lines. But Simeon ;~ luckier than the 

Magi. As the poem begins he ;s eigtlty, IIwaiting\for the death wind,1I , . 
and knowing he has lino tomorrow. Il Had he been a younger man he might 

"1\ 
have faced the same problem as the Mag;: what to do with the later 
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years. Eliot has been equally fortuitous. He has stumbled upon a 

situation where he has not had to worry about demonstrating dedicated 

living il'l everyday life. One may feel in Simeon1s case that there would 

have been enough belief to enable him ta commit his life as well as his 

death to the object of his belief. Whether Eliot could demonstrate that 

in different circumstances is another question. 

The third Ariel Poem, IIAnimula, Il assumes a special point of 

view. Its narrator believes and- is presumably struggling towards corrmit-
• .7 

ment. From that point of vie~the poem investigates the progress of a 

1l1ittle soull! from the time it lIissues from the hand of God ll until it 

reaches IIthe silence after the viaticum. Il In effect, the poem is a 

study of how conmi tment i s lost or damaged through the agency of IIthe 

hand of time.1\ 

The poem begins with qu~tion marks. T~is is Eliotls way of 
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notifying his reader that he is_using someone else's.-concept. He di<1 

it once before in IIJourney of the Magi, Il but there the reference was 

not vital. Here it is. The ql,LClfation is from Dante, and i1;just 

h?ppens to be a passage Eliot quoted at length elsewhere and translated 

in this manner: 

'" From the hands of Him who loves her before she 
is, there issues like a little child that plays, 
with weeping and laughter, the simple soul, that 
know~ nothing except that, come from the hands 
of a glad creator, she turns willingly to every­
thing that del ights her. First she tastes the 
flavour of a trifling good; then is beguiled, 
and pursues it, if neither guide nor check with­
hold her. Therefore laws were needed as a curb; 
a ruler was needed, who sho~ld at least see afar 
the tower of the true City. 

The IIsimple soul" is simple in its inability to differentiate, 

not merely the physical sensations of "light, dark, dry or damp, chilly 
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or warm,1I but between "the actual and the fanciful," and "the imperatives 

of lis and seems tll (or is and ought to be). Both Eliot and Dante make 

this point clear. 

Dante makes a second point concerning the growth of that 

simple soul which Eliot does not use directly. Coming fr~~d, says 

Dante, the soul is conditioned to turn to what del ights her. El iot 

is more' scientific, describing the turning as--

Movi ng. . . '" 
Rising or fallfng, grasping ... 
Advàncing .. . 
Retreating .. . 
Eager to be reassured, taking pleasure--

but setting forth no theo1ogical or nat,ural cause. From the poem alone 

the reader could conclude natural development, but Eliot has with'the 

opening quotation put Dante at ,the back of the narrator's mind. 
1 

''\1 
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The third point Dante stresses is the need for curbs and 

checks to prevent the sou1 from going astray. Dante seems to have 

had an adult in mind as "ru1er" of the young soul. El lot ignores this 

a1most eompletely, though hints come in phrases like "may and may not. 1I 

What Eliot ;s more interested in showing,is how the soul 

becomes warped by its IIflat wor1d" environment. In this he is thorough. 

The soul begins lIeontent,1I then learns to distinguish the real from 

the imaginary, has obligations laid upon H, learns of "desire and 

control. Il All this ;s a IIheavy burden" ta the growing soul, a II pa in 

of living. Il This anguish together with the fancies of a t;e and a 

place where life is painless send the soul into withdrawal: 

The pain of living ~and the drug of dreams 
Curl up the small soul in the window seat 
Behind the Encyclopaedia Britannica. 

In the end, time has produced something of the simple sou1 that ;s 

figuratively IImisshapen" and IIl ame " but literally: 

Irresolute and selfish ... 
Unable .. . 
Fearing .. . 
Oen~ing. 

With sueh a view of life it is no wonder Eliot began his 

quest Ifor meaning and no wonder the breadth of his search in the two 
1 

decades before this poem was encyclopaedic. If life is such a dis-

figuring proeess, what hope 1s there? 

Eliot, the new member of the Church of England, sees no hope 

but intercession. "Pray,1I he says, ·for"WGuiterriez," the avid indus­

trialist. Pray IIfor Boudin,1I thè victim of modern industrialization. 

And "Pray for Floret," the soul who does not fit the modern pattern. 

-
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Then in a strange but meaningful twist of the liturgy he closes: "Pray 

for us> now and at the hour of our birth." 

The three Ariel Poems 50 far discussed show something of 
, , 

pre-Christian and Christian problems. There is the condition of the 

man who does not quite understand, the magus who lives i.n mystification 

and discontent. There is Simeon who dies, who does understand but who, 

through his death. does not have to live his commitment. There is the , 
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simple soul and the crippling burden it and every man face just by being 

barn. / 
1 

What Eliot has not shown thus far is what exactly is the 

focus o~ the beliefs these poems result from. Nor, of course, has he 

shawn how it is possible to live one's commitment in the face of burden-

some difficu1ties. -
Eliot's Developing Sacramentalism (1909-29) 

The intrdductory chapter of this thesis mentioned two· 

Weltanschauungen or v1ewp01nts, the secular and sacramental, and said' 

that each had its characteristic ontology, interests, and means of 

, coming tQ knowledge. It was said that the methods, interests, and 

ontologies could be investigated on four levels: the supranatural, 

natural, social and historical. These categorjes should be kept in m;nd 
... 

in the sections and chapters to follow. 

,,"Conversation Galante" (~909) shows Eliot with a thbroughly 

secular viewpoint.' On the natural and social levels the poem casts 

doubt on unity. The hero does not feel at one with nature,or the girl, 

and wnen the poem ends he 1s still less at ease with them. Unit y is a 
-'-

. , 

i 

1 
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myth aS',"far as he is concerned, and fragmentâtion and isolation the 

malignant reality. His isolation from men and nature has repercussions 

on the theological lev'e1. Man;5 not the se1f-contained manipu1ator. 

Rather he is at the mercy of his problems. The tone of the piece makes 

it clear Eliot i$ rejecting romanticism and the naive optimism it 

;mplies. Man cannot succeed on his own; but since man seems to be on 

his own t~e poem ends on a note of hystéria. 

"Portrait of a Lady" ('l'910) concentrates on the social leve1 

of viewpoint again', and shows man "us ing ll man. People are not only 

iso1ated. They find their selfish interests conf1icting with those 

of others. No one wins from such manoeuvrings. The lady is left 

holding the field, but he has walked out on her. Both lady and protag-

onist retreat ta lick their wounds. This is not progress but, as th~ 

reader if not the characters can see, degeneration. 

"Preludes" and "Rhapsody on a Windy Night" were written 

between 1909 and 1912 and therefore have simi1ar social implications. 

The same horror is present in the viewpoint, the same disbelief in 
1 

the efficacy of personal action, and the same resultant despair. There 
1 

is, though, a growing mood of resignation. Both poems concentrate 
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their interest on the natural. level of viewpoint much more than "Conver­

sation Gal ante" or Il Port ra it of a Lady. Il The unpl easantness of ci ty 

surroundings makes itself obvious for the first time and highlights 

the fragmentation the persona sees all about him. Another element that 

makes a f;rst appearance ;s time. Morn;~ succeeds night s hours pass, 

but time does not improve things. History is as meaningless a round 

as nature. People end up objects under either agency, and nothing ;s 
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advanced seriously as a remedy. 

"The Love Song of J. Alfred Prufrock" (1911) is the first 

,real attempt at a solution to meaningles-sness,' fragmentation and iso­

lation. lts gener~l orientation is secu1ar, for the solution ~s sought 

for ra~her than given from outside. The heroes of a11 the succeeding 

poetry unt;l the late twenties either despair of or (in the case of 

Gerontion) do not want help from sorne divine agency, and therefore 

seek ta save themselves. The method Prufrock studies is resignation. 

That may sound 1ike a sacramental tool, but ;n h;s hands it ;s not. 

For him resignation means not on1y rejecting impos~1b1e answers but 

a1so seeking distractions to cover,the problems. 

The distraction that 1s used to cover rea1ity, in "La Fig1ia 
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che Piange" (1912) is a created and imposed beauty. It is not the < 

discovered-in-nature beauty that might lead one from creation to Creator, 

but a self-created ideal that can only lead back to self. Since the 

herols creation has no basîs in fact the poem, 1ike "Pr~frock," ~'nds 

in dissatisfaction. 

" 
The Boston poems of 1915 introduce the prob1em o~ re1ativism. 

1 

If a personls metaphysica1 vie~po~nt is thorough1y s~l~r, that 1s to 

say no wider than natura1 and social lim1ts, it becomes difficult to 
, , 

build a solid basis for morality or any other sta ards. That need 

not worry a person, but ff ft does the door fs open or metaphysica1 

reconsiderations. By 1915 Eliot is worried, 

yet directing him to the supranatural. 

His most immediate response is to examine torical 
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level for answers. If a man belongs to a time and a place perhaps he 

will be given a bas;s for values. But the Boston of "Aunt Helen"'and 

"Cousin Nancy" is not the place, and the Oxford of "Morn1ng at the 

Window," though less corrosive, ;5 still no answer. By 1916 he abandons 

the hope of finding fixed values in his roots and, even changing 
\ 

languages, investigates the possibi1ities of rootlessness. Detachment 

from time and place, though, prove even less satisfactory than attach-

ment. 

Total detachment from social c~ntact is a1so considered 1'n 

1915 a,s a possible solution to the futili'ty and a~archy he p.erceives. 

This detachment is of two types. First is the self-containment of 

Mr. Apollinax. It allows a man to stride through fragmentation and 

relat~vism without concern and gives a sense of superiority that 

allows a man to manipulate or ignore the lives of others. For Eliot 

Mr. Apo11inax is an appealing figure but not one he cou1d hope or wish 

to emu1ate. 

, St. Narcissus a1so chooses total detachment from social con-

tact but by means of withdrawa1 rather than self-containment. Ascetic, 

techniques might prove a better distraction than the resignation of 

Prufrock or the aesthetics of "La Figl ia che Piange. Il There 1s sorne 

question as to whether or not Eliot has stepped within the bounds of 

sacramentalism in this poem. There 1s the concept of union, though 

, whether it ~s a oneness with nature and man only, or an image for sup~a­
natural un~ is open to question. Whichever ft imp1ies, the whole 

idea is distasteful to the persona, for union threatens his personal ! 

identity. A further possible indication of sacramentalfsm might be 
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the poetls use of the word "God. Il Exa~tly what he wishes to den ote is 

not revealed, though there is probably sorne sacramental intent. Whether 

or not Christian implications dwell behind this refere~ce to deity, 

the concept of sainthood, or the person of Narcissus is open to a 

great deal of doubt. 
\ 
\ 

"Dans le Restaurant" (1917 or 1918) ends in pessimism. ~ 
one point, though, referenee is made to a bath, and there may be impli-

cations of baptism in the reference. If so Eliot may be making a sacra-
fil' 

mental wish and a confession that manls own ~fforts do not avail, that 

help from beyond himself is an urgent need. Without it man faces "un 

sort pénible. Il 

"The HiPpopot~1I and II~. El iot l s Sunday Morning Service" 

(1917-18) are too vague to be of much help ;n estimating the sacramental 
\ , , 

aspects of Eliotls mind. 

hippo is g;ven admission. 

The former poem mentions a heaven to which the 
\ 

, \ 

Is Eliot affirming the existence of heaven, 
\ 

harps of gold, quiring angels, and the efficacy of "Blood of the Lamb"? 

No final judg"!.ent can be made on the basis of the poem. But the hippo. 

is protagonist in the pieee and is set over against the I~True Church"'-'~ 

as antagonist. It;s likely that the fate of the hippo 1s put in 

sacramental terms mainly ta affront the followers of the True Church 

who~ of course, would believe in the actuality of the various sacra­

mental concepts. "Mr. Eliotls Sunday Morni-n9 Service" makes it less 

6ertain that Eliot i~ usiOg sacramental language without the belief. 

When he describes the "unoffending ~et" he not only uses trinitarian 
-<' 

\....-
language but his adjectives are positive and his rhythm straightforward. 

One might suspect that El iot respects the owner of those feet', though " 



not what later generations did to him. Elipt's metaphysical and 

theological viewpoints are not developed, but there are'Some indi-
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cations he has diluted his secularism with a touch of the supranatura1. 
\ 

1 

"Gerontion" (1919) is of,tremendous importance in any assess­

ment of Eliot's viewpoint. For the first time he asserts the existence 

of metaphysical and theologica1 rea1ms in.forthright terms. Allusi~ns 

are made to Christ's birth and death, the Sacrament of the Euch~rist, 
Il 

and to the concept of Original Sin. Penance, ,though, is not understood; 

for Gerontion asks, "After such knowledge, what forgivene-ss?1f and it' is 

clear in the subsequent lines that he neither expects nor wants pardon. 

Indeed he has raised all those sacramental matters on1y to deny their 

claim on him. Christianity, aS he understands it, offers no solutions 

for the meaninglessness, fragmentation, and isolation he feels. Setter 

to retreat into aesthetics. Better to be creator of a work of art than 

to be beholden to a Creator and still have empty pockets. 

The Waste Land (1921-22) re-examines the problems and many 

of the secular solutions Eliot ear1ier considered, but of much greater 

importance are his sacramental explorations. 8y the end of the poem 

no final decision has been made between the various options, but sacra-

mentalism is a very real possibility. There is little, said directly 

about the theological and metaphysical, but the poem builds an awareness 

that something exists beyond the borders of nature, history, and so~iety. 

Eliot has settled on no particular tool for producing this awareness. 

Sometimes he uses the' unknown to invoke awe, but sometimes it is nature 

he uses: the flash of lightning or sound of rain. Occasionallya 

Christian concept creeps in, but the poet's' sacramentalism is not 
J 
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necessar;ly that. The necessity of transcendtng self ;s what he urges. 

He is still at the stage of indicating the supranatural and has not 

settled on either descriptions or valuation. To urge the supranatural 
o 

he is as like1y to use Buddhist or Hindu concepts as Christian. Th~ 

Waste Land gives na' indication that El iot now understands Penance. In 

fact the whole quest metaphor around which the poem is built would 

suggest Eliot ;s still thinking of gaining answers by his own effort 

rather than accepting them from beyond himself. The key words of the 

final section are "give," "sympathize," and IIcontrol;1I and though the se 

commands are received as oracular advice, their worth depends upon 

human action. The supranatural would therefore seem to give advice 

but little else. Even the Passion and Emmaus passages may be display­
CI. 

ing a Christ who is example rather than aid. The most one can expect 
,. 

from him ;s that he walk "always beside you. 1I " 
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8y 1924-25, wheD The Hollow Men was compiled, Eliot had reduced 

the opt'ions to two: sacramentalism or despair. The sacramentalism 

bears a close resemblance to traditional o~thodox Christianity. The 

metaphys)cal level has its heaven, hell, and possibly purgato~y. Though 

will is ~till a strong Element in ~liot's idea of salvation, for the 

first time intercession is c1early suggested in the--

..• perpetual star 
Multifoliate rose--

( 

of Mary. Without that one hope men are "sightless." Prayer apllears in 

three of the five sections. The thir~ speaks of "prayers' to broken 

stone,1I or false worship. The second section prays for the wrong thing 
, " 

(ilLet m"e be no nearer ... II ), and the final section"fails in its attempt· 
Il./-r- ~ 

at the Lord'g Prayer. Though prayer does not sucè~eq:' the concept is ~ 
. ' () ~() 

u 

" 

, 
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at least present and implies that there ~s one to whom prayer sheuld 

be directed. Sunlight, trees, and wind are natural images, but the 

poem'has used them with greater c1arity than The Waste land ta point 

. to an ideal beyond nature. In this case it appears to be Eden, 'a 

Paradise beside'which the present world ;s impoverished. 

If Eliot's "golden vision" in 

1 saw in tears," is a ~t!jcJ' as many 

the minor poem, "Eyes that last 

writers have speculated, here 

is an instance of huma~ry guidinq him towards the divine. Most 

of Eliot's human characters have been negative or "holl ow," people 
... 
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from whom n~ positive 1 esson cou1 d be gained. Withdrawa1 into asceticism 

or ~ol Hary quest has until now seemed the only choice. Yet if the' 

author understands that he is one with manki nd, a lesson he seemed to 

1earn in the French poems of 1916-17, contempt for others must be 

contempt for self, and hope for self can come only if ther~ is hope for 

others. In Eliot's Beatrice there ;5 the hope and a1so the suggestion , 

that sometime "supp1ica~on" may be raised to more than .. the "stone 
'. 

images" of The Hollow Men. 

"Journey of the Magi" (1927) and the Sweeney Agoni stes fragments 

(1924-27) have one lesson in c~mon. Once a person views the meta-

physical 1evel from a sacramental viewpoint he ;s no longer at ease in 

the old dispensation of secularism. "A11 values must be reviewed, and 

the re-evaluation is painful. The struggle is analogous to that of a 

'young chi1d faced with a new-born stpling. Whatever possibilities the 

new Qaby may offer the older child, the feèling is that much ~as been . 

l~,st., Swe~ney"A90nistes also g;ves the first firm indication that Gad 
\ 

pursues man. It is not always the other way around. _ "Journey of the 
~ ~ j 

.-

.J 
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"Magf'" alludes ,t~ various Bible passages concerning Jesus~_ ~~ath. Although 

the poem purports to report Jesus' (1rth, it ;s clear that" Eliot iden­

tifie~ much more. c10sely w.ith his suffering and death. Like Arnaut 
" 

Daniel he seems ready to dive back in the flames; and perhaps E1iot's 

purpos~~ too, 1s purgation . 

. Whatever that identity with sufferin9 may mean,.."the figure of 
.';" 

Jesus has become very important to E1iot',s sacramenta~ism. l "Journey 
.,. 

of the Magi" mentioned his birth, and liA Song for Simeon" '(1928) repeats 

the reference from an~er per,sp,ective. 
1 

Aga;n prophecies of suffering 

dominate, and identification is again with death rather than birth~ 

S1meon's attitude to history is an in~eresting development. History 

as a causal sequence of human events has never appealed to Eliot. His 
o 

method of aJlusion used past a~d present in conjunction, almost always ' 

to the detriment of the present a~,d often to the past as well. Simeon 1 S 

prophecies of the future are the first indications that historical 

disaster may take o~ diffe~~t colours in the 1ight of Providence. Side 

by sidè wi<th disaster is martyrdom and the "ecstasy of thought and 

prayer." . 

'* "Animula l
' (1929) definitely a·ssumes a whence and whither for 

the soul. A ma~ cornes from the hand of God, and returns after Extreme 
• 

Unction. The poem makes allusion to the importance of discipline for 

the spiritual w;.u~' o~ ,the lHtle soul, but E110t's emphasis is on 
. / 

the warpin a soul receives as the hands of time. The degeneration is~ 
( 

1 

Pijt' the strongest t~r~and the poet's picture is the complete 
/// . 

;~pposite of romanticism's self-perfection. The only hope_'Eliot sees is " , 

intercession. The prayer he puts forward is a modification of the 

, . 
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Catholic prayer to Mary as Intercessor. That modification certainly 
'\ 

points to denigration of this world. 

Ash-Wednesd~y (l927~30) 

A~h-Wednesday is not as long as The Waste land nor as packed 

"w;th mater;al. It does, however, explore any number of fields within 

"sacramentalism. A mariol ogy could be constructed from it. The deni-
~ c 
gration of nature ;s a strong element.,that needs some attention. The" 

poem also shows how Eliot's attitude to society has shifted since 192Z. 

Liturgy and r;tual have a large part to play, as have prayer, thé 

Scriptures, and the Sacraments. All these could be studied ;n their 

own right. ,The geography of Eliot's metaphysical realms could be 
" 

up-dated. Time and place enter the poem, and with them attitudes to 

history. But the most important fact of the poem relates to concepts 

like will, submission, works, faith, and humility. On1y one of those 

words, will, enters the poem, and it ;s frOm that concept th;s study 

will move. Secular man is wilful. If he believes anythinq can be 

done in the world he will see it as a project for his own resources 
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'~ 1 

or those of other men acting in th~ir'own strength, will, and imagination. 
(' 

Sacramentalism, on the other hand, tends ta rely on supranatura1 powers. 

th doing 50 it becomes necessary to settle the position ~be given 

to man's efforts and wil1~ 

Ash Wednesday ls the first day of Lent in the Christian 
o 

calendar. The "ash" recalls the Old Testàment concept Iff repentance . . 
in sackcloth and ashes, but the name of the holy day cames more directly 

from the Roman Catholic rite that marks the observance of the day. 

Eliot ~as a confirmed Anglican by the time the poem was written, but 
t.. 

) 

.. 
' .. 

, 1 

1 
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an Anglican with strong Catholic interests. The poem has nothing to 

do with his own church's commination service. tn liturgy and theology 
1 

it relies heavily on Roman traditions, and it is there one must begin. 

Tne priest on Ash Wednesday wears violet, the col our of 

mourning (and a colour mentioned frequently in the poem), for it 1s 

the season of penitence. He signs the cross (as does the Lady in 

Section IV) upon the forehead~ of the congregation with the blessed 
) 

ashes and says the words, Il Remember ,Oman, that dust thou art and 

unto dust shalt thou return." The words co~ from Genesls 3:19 and 

are spoken there by God to Adam just before ihe expulsion from the 
" 

Garden of Eden. \ 

The relevant ~octrine for this study of Ash-~dnesday is 

the Sacrament of Penanc&. Scholastic theoloqiahS since Peter-Lombard .. ( , ' ~ 

and also the Council of Trent have spoken of Penance as thrae distinèt 

acts: contrition, confession (including absolution), and satisfaction. 
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Contrition is a difficult concept as can be seen in the fatt that the ~ 
, 1 

Roman Catholic Church has fo~d it necessary to distinguish it from 

the less satisfactory attrition. Contrition requires a proper attitude 

to the past, a recognition of~e present, and an aspi,ratiotl to holi-
• p 

- ness in the future. 1\ order to do any of these things.some self­

knowledge is necessary.\ Thus, for the purposes of th1s study, it 1s 

best to separate out fr~ the tbree traditionql parts of Penance the 

act of self-examination."\ / 
1 

/ 

Ji, three-fold or~:anizatiàn is evident in the phraseology of 
1 

the first three paragraphs i of Section I. These paragraphs belong 
1 



" together as three subordinate clauses of the ~ame principal verb: 

Because 1 do not hope to turn again .. . 
Because 1 do not hope to know aga;n .. . 
Because 1 know that time is always time-.-.. 
l rejoice .... 

They relate to the future, pa5t, and present, and are the poet's first 

attempt to perform the act of contrition. 

The first paragraph ;5 his aspiration to holiness. He nas 

resolved to live henceforth without turning back and striving after 
~\ 

temporal advantages. He will in the future turn away from the çompeti-

tion for power and f~~etous desire for the personal advantages 

that lead ta such thi~S. Because he is 50 resolved, because he has 
l 

set his will and does not hope to turn again ~o his,old ways, he tan 

./ rejoice. 

If the first paragraph w;lls to set aside vain striving, 

the second relinquishes idle thoughts. The past he is resigning here 

is Eden, a subject that fol1ows naturally from the words of the priest 
, 

at the Ash Wednesday Mass .. According to the Genesis story, after the 

expulsion of Adam' and Eve Gad placed cheruq1m at the entrance to the 
~ 

Garden so that there could be no teturn. The "positive hO\Jr" in the 
1 

Garden and the "one veritable ... power" have proven "infiml" and 

"transitory" because of disobedience. Now for all men there is no 

hope of knowing' the)hour or the power again br of drink~,~g "There, 

where trees flower, and springs flow. Il Since the whole paragraph once 

more begins with the strongfconjunction, "because," it would seem that 

the will is again in operation. The unstated assumption may be that 

hopes for a return to Eden would produce enervation and that by setting 
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the hopes qside the will is strengthened. The flow of the verse, though, 

denies the logical construction. The strong "because" at the beginning 

of the paragraph fades into soft regret for the beauty behind him. 

The third paragraph deals with the present. Here in pres'ent 
.; . 

time and place God does not walk, does not show his face or speak. Man 

is therefore in the condition of--

... having to construct something 
Upon(Which to rejoice. 

This in part may mean action as an instrum~nt to whatever salvation 
.. 

is possible, but the whole tone_9f these paragraphs indicates that a 

much more basic meaning is present. It is not so much the will to work 

as the will to hang on, the British Il stiff upper li pll in the face of 
1 

adversity, that is shown. Utter exhaustion wraps the words of the 
, 

whole poem. One reason.for this, at least at the beginning of the 

poem, is that whatever has been gained has been the result of hard 

spiritual labour\ In the light of Eden and, what could have been, 

: .. tnat time is always time 
And place is always and only place--

marks the depth of deprivation: Ilthere 1S nothing again." Yet in 

spite of emptiness the persona Eliot has created will ma;ntain his 
1 

dogged determjnism to "rejo;ce that things are as they are." 

There ;s much more to those three paragraphs than has been 

mention~d here. All lines have additional meanings tnan those outlined. , 

But what has been sa;d will emphasize how large a place will has here 

at the beginning of the poem. The past, present, and future moments 

of the personals ffrst àttempt at contrition all involve will: the 

will ta renounce sorrowing after a ~st past, the will to accept the 

j 



empty present, and the will to be no longer lI usua lli in the future. 

Such an emphasis on will makes it doubtful that his attitude. 

to past, future, or pre~ent ~s indeed proper. When Ed~n disappêared 

men were left without perfect will. Human decision ;s insufficient 

to overcome all future temptat;on. ~nd the mind that thinks in terms 

of will alone does not, according to the traditional tenets of 

Chri~tianitY, suffjciently understand the present condition or the 

Lord of the present who can restore the pa.st. If self-examination 

does nat reveal to the penitent his real sin, then contrition is mis-

guided~ confession empty, and satisfaction useless. 

The last three paragraphs of Section 1 do not diminish the 

importance of will despite the mention of prayer. The mercy reque~ted 

i s not for wha t he h, but for wha t he had done II not ta be done aga in. Il 

In the confi dence of a si ncere wi 11 he can say, "1 do not hope to turn 

again ll ta worldly ways. Then he adds, 

Let these words answer 
For what is ,done, nqt to be done again. 

If .the will is present and, ;s carried throui1h in the future it is a 
,,,' c, 

wark that shoul d "answer" for the deeds of the past, if not to cover 

them'at least to cause them to be taken in mitigation. Thus he closes 
.... 

, 
th~ first paragraph of his prayer with the words, "May the judgèment 

not be too heavy upon us. 1I Whether a lapse of will-power would be 

considered in the same light as apostasy was by the Novatians is not 

clarified. The persona is expecting fu1filment of will rather than 

fa il/ure . 
) ..... -- -- -

1 
The second paragraph of the prayer uses the word "wi 11" for' 

l'. ç"", 
'\ , 
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the first time and says that it is not the fault of the will that man 

cannot rise to God. The air that man's wings must beat against is 

too II sma ll a'ld dry" since the expulsion. This is a return to thoughts 

of the present condition which is supposed ta be accepted in ~be act 

of contrition. But in the prayer, as in the earlier examination of 

~ the present, the here-and-now view of the situation does not lead 

to self-recriminations. Instead, his thoughts take another line. If 

we cannot rise to God, then: "Teach us to sit still. Il While sitting 
, 

we are to learn to care for what is worthy of our care and not to 

care for all else. When we approach the hour of death, the Virgin 

Mary will intercede for "US sinners. 1I But from what has been said in 

earlier paragraphs her intercession will be on behalf of the strong­

willed and will be for deeds prior to their decision to !lnot hope to 

turn again. 1I That, needless to say, is not the usual definitian of 

sinner. 

If this analysis draws out in terms overly stark the impli-

cations of the opening section, it is in order ta show the position 

from which the poem dep~~s. There, will i5 dominant and humility 

hardly known. Works are relied upon, grace little mentioned. Inter­

cession 105 on behalf of the past which no amount of will can change. 

Determinatlon sho!,lld caver the rest, and the future is there to show 

a man worthy of intercession for his pasto If such a position turns 
. 

out to be, the final position of the poem, certain conclusions must be 

drawn about Eliot's ~iewpoiQ\ on the theological level. If the poem 

shows development, the final position is more l1kely ta approximate 
'. 

Elio,.t's sacramentalism of 1930. The beginn1ng position may or may not 
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have any relevancy to him. It may be his stance of sorne two years 

previous; or it may be a l iterary contruct, a position created for a 

persona so tha t he may deve l op from da rkness to li ght . Si nce the 

section was published separately in 1928 it may represent an early 

El ; ot pos i t ion. 
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Where does the poem carry Eliot? In Section II, the "1 11 within 

the bones no longér says, IIBecause l do not hope to turn. /1 He and his 

bones depend almost completely on a Beatrice's intercession: 

Because of the goodness of th; s Lady 
And because of her lovel iness, and bE~cause 
She honours the Virgin in meditation, 
We shine with br; ghtness . 

. 
There is irony here, for it is the Lady's beasts who have disassembled 

him. Yet "to dissemble" is also to bring out of hypocrisy, a savinq 

act for which his reaction is to make an offering: 

.... 1 who am here dissembled 
Proffer my deeds to oblivion, and my love 
To the posterity of the de sert and the fruit of' 

the gourd. 

Since his earlier reaction had been to will perfection and then ask' 
.' 

for mitigation for prior mistakes, the s~uence of blessing received 

then thanks (in deeds and love) offered is.Ja distinct Chang~//And, he 
/ 

. says .. Il It i s thi s that recovers Il him. Perhaps' the devo~}6n" -Iltoncentrated 

in purpose,1I is an offering too. Whether it is the case that between 

the,first anJ second sections the persona learned/t~me lessons in 
/ 

humility or that he stunibled upon grace and stiil does not understand 

the extent of hi s own wi l ful ness, he seems -<11: l east on the road to 

contrition. For .iot himself, though, this progression says little 

or nothing, for the second section of Ash-Wednesday was pub1 ished 

i' 

,J 

) 

/ 
/ 
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separately sorne two or three months before the first section. 

Section III of Ash-Wednesday introduces three temptations 

that must be overcome. The image of stairs qives the idea of actively 

overcoming, climbin-g past temptations. That seems an indication that 

effort and skill and will are still the means of salvation. "1 turned," 

he says; III left them." But of the third encounter he says he had to 

have "strength beyond hope and despai r. Il When he needed it, it came 

from beyond himself. Theo, realizing the true status of his own 

efforts the persona confesses in tr'ue contrit i on: 

Lord, l am not worthy 
Lord, 1 am not worthy 

but speak the ward only. 

The succeeding words in the liturgy are: " ... and my soul shall be 

healed. Il This El iot intended the reader to recall. Strength is a 

blessing received and-not an ;ndividual's possession. So;s healing, 

The identity of the veiled woman in Section IV ;s vague, as 

vague as the one to whom deeds and love are proffered in Section II. 

She seems partly the Beatrice figure and partly the Virgin Mary. It is 

through her instrumental ity that the fountains and springs of Eden are 

made real for the poet~ and it ;s through her that he experiences h;s 

abso 1 ut ion: 
t • 

... re~toring '\ 
Through a bright cloud of tears, the years, restoring 
With a new verse the ancient rhyme. 

It is to her also that the final words of the section are directed: 

"And after this our exile ... ", which the liturgy continues t " ... S'how 

us the blessèd fruit of thy womb, Jesus." 
k 
" 
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It is also in the fourth section that the persona reaches. the 

stage of satisfaction. To make atonement the persona must-­

... Redeem 
The time. Redeem 
The unread vision of the higher dream. 

The second sentence of the qllotation is as~ociated with pageantry or 

ritual in Eliot's mind, but the first echoes two Scripture passages: 

See then that ye walk circumspectly, not as fOols, 
but as wise, redeemin'g the time, because the days 
are evil; 3 , 

Walk in wisdom tm'fard them that are~ithout, 
redeeming the time. 4 

Bath are advice given by a Pauline writer to chllrch people, and both 

indicate that Christians have an exemplary dut Y on behalf of others. 

Sorne would also see an intercessary funct:ion. 

Section V first meditates upon the Christ wholJ'l the final 

prayer of the Pfevious section asked to see, then turns to consider 
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those who "walk in darkness. 1I He 'implores intercession on their behalf ' 

too: 

••• Wi 11 the veil ed si ster pray 
For children at the gate 
Who w; 11 nct go away and cannat pray: 
Pray for those who chose and oppose. 

The final section of Ash-Wednesday modifies the opening 

section's "because" to lI a lthough. 1I Then Eliot underlines the diminish-
1. 

ing reliance on will: "Although Ida not hope to turn agaih" ta the 

ways of the worl d the persona i s "Waveri ng. Il Any pri de he had i s gone 

and wi th i t a'ny sense of se lf-sufficiency. In the mi dst of hi s renewed 

temptations the wards of the confession, "Bless me father, Il are inserted; 

and later cornes the meaningful plea: 



• 

Blessèd sister, holy mother, spirit pf the fountain, 
spirit of the garden, .. 

Suffer us not to mock ourselves with falsehood. 

He has learned of his own impe'tfection, his own lack of will. 

He knows he has fooled himself in th;nking otherwise and ;s now of the 

"Our peace ;s His will," with the emphasis on ' 

he conc1udes with a fragment of the prayer preparatory 

eception of the Host: "Suffer me not to be separated" from Thee. 

J 
Eliot's theological understanding has changed considerably 

by 1930. Effort has gi ven way to grace, pri de to humil i ty. Works 

still enter. There is no doubt that the poem is describing an arduous 

journey and tremendous spiritual effort ;s demanded of the pilgrim. 
( , 

" But the place the poem has assigned ta works is ;n the category of 

satisfaction. It;5 a thank offering after absolutio'n. It i5 the 

etiect rather tKan the cause of forgiveness. And it ;5 to be directed , 
t\lwards "them that are ... ,itho'ut. Il .... 

What has hi5 growing theological understanding done to his 

v;ew of nature? As the poem begins and the persona strives to perfect 

hi5 ow~ will, an image of the Garden of Eden enters his mind. Natura.l 

ideas, trees and springs, are used to sketch that earthly paradise. 

The rhythm hover5 to emphasize the beauty, then moves on to show that 

the Garden is lost. It is "because" he does not hope to turn to it 

again \hat he can re'joice. Whether it is fair to gather from this a 

.. / rejection of nature in favour of ascetic deprivation is a matter 

opinion; but when he late.r. prays, "Teach uS ... not ta care," if 1t 15 

not nature and possibly society that he is not to care for, what are 
, 
" 

\ 
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the distract;ans he wishes to overcome? 

The second section marks the persona 1 s grow;ng dependenc,e on 

supranatural aid. The Tifeless bones are the symbol of the sel fis 

nothingness. Yet here are indications that not only the self but all 

worldly things are in the process of being set aside and "forgotten" 

in the pursuit of the supranatural: 

Let the whiteness of bones atone to forgetfulness. 
There is no life in them. As 1 am forgotten 
And would be forgotten, so 1 wo'uld forget 
Thus devoted, cancentrated in purpase. 
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Later still there is the line, "This is the land. We have our inheritance./I 
, . 

But the land is the desert around a juniper-tree, a "blessing of sand" 

fu'l1 of scattered and shining bones. This;s what he accepts as his. 

It is a far cry fram acceptance of nature. 

In Section III, when the persona cornes to the "f;rst turning 

of the third stair," he describes a scene fram a bellied window. The 

terms he uses are sensuous, even sensual, magnetical19 attractive. It 

is the distraction of ,naturels beauty'he is representing, and it takes 

"' strength from beyand himself to manage to set it aside. Shaken by this 

sudden view of nature, he can only pray, "Lord, l am nat worthy." 

In Section IV, the fountains and springs that were willed 

away in th~ opening section are restored by supranatural grace. Yet 

thi sis symbo 1; c of Eden ra ther th an the na tura 1 ga rden. ·Ifs restora-
• 

tion represents hope of absolution, not hop~ that naturels God will 

show.tlp in or behi nd nature. 

It is the social wo~ld rather than the natural that is being 

denigrate<;! in Section V. It 1s a place where "there ;s not enough 
i 
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5 il ence Il for the word of the Word to re so und. Those who, "wa l k arnong 

noise ll tend to "deny the voice. 1I It is society but also the natural 

world which cornes ta the fore in the que~tion, 

Will the veiled sister pray for .. 

the final 

Those who are torn on the horn between season 
an9 sea son, time and t ime, between 

Hour and hour, wQrd and word, power and power, 
those who wa i t 

In darkness? 

Human history is part of the dispar\"{,orld, then. 

section it i s ca lled--

In 

... this brief transit where the dreams cross ~ 
The dreamcrossed twilight between b1rth and dying. 

Any value it has is in the dreams of the supranatural which' cross it. 

If dreams of the natura1 enter ~he poet's consciousness, he feels he 

must struggle with them and put thern aside as temptations. They are 

signs of rebe11ion in a weak spirit~ empty forms of false dreams in 

the ivory gates of the Aeneid. So it ;5 in the desert, "among the 

rocks," 'in withdrawa1 fr:om nature, society, and history that he will 

make his final prayer. 

Mari na (1930) 
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Th~ preceding section noted how Ash-Wednesday degraded nature, 

society, and history ;~I i ts attempts tO represent supranature~ The 
1 
1 

1930 Ariel Poem has indi cations of the same., The epi graph i s from 

Seneca' s He~ctlles Fùrens. There, the hero in a fit of madness induced 

by the goddess, Juno, murders his wife and children, then falls in a 
"'J 

deep slumber. On awakening in his Y)ght mind., and just before h1s 

discovery of the bodies, he asks himself whel:e he 1s·. Despite the 
" 

interference of Juna from o~tside, Heroules 1s in ~the natural and human 

. .. 
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world, and it is a place full of horror. 

Then in the second paragraph of the poem itself, Death i! 

dréssed in various animal forms: the tooth of the dog, Qlitter of 

th~ h"urrrningb;rd, ecstasy of the animal, ana pig-sty are natural 

images all used to represent human failings. It is therefore nature 

,as well as the deadly sins that in the following paragraph "becoine 

uns ubstant; al. Il 

Finally, the~ are the se l ;nes toward the end of ~e poe~ 
1 

... Let me 
Res i gn my ti fe for. thi s li fe, my speech for 

that unsppken. 

The ,image around wb;ch the poem moves ;s the reun;on of father and 

daughter, but the poem reflects on the theological level the" joy of the 

man to whom a long-absent God has returned. "To resign my 1 i fe fol" 

this lite" thèrefore implies that this world is to be sacrificed for 

the next. 

Despite those indications of nature-denigration, there are 

copious indications of the oppo-site. The epigraph ;s countered by 
1 

the tit1e. Marina was the daughter of Pericles, Prince of Tyre. 'Àllu-

s;ons are made to many 1 ;nes from the Shakespeare play of th~t nam~. 

Eliot, ;n us;ng this reunion situation, ;5 using a natural theme as 

analogue for the supranatura1. The supranatural in such a case can 

flourish only if the natural is investeq with every benefit available. 
Q 

A sloppy, natura) scene would destroy the ana10gy. Eliot 1n no way 

bl ights thé human reun;on. The social sense, in fact, is purified hy 
~ 

the meanfng that lies behind it. 
~ 

237 

... 



\ 

,P 

In the second place, 'though the Hne\, "res ign my life for 
, 

this life" has the connotations mentioned above; the "this life" has 

as part'of its meaning the life of the daughter. To place one's 

child before one's self or to live for another is no unworthy sacrifice; 

sa the line has mixed implications with the 'positive meanings perhaps 

. the stronger. Certainly one of the results of this natural-supranatural 

reunion anal,.ogy ;s the restoration of meaninQ ta human history .. In the 
" "of 

daughter there are "the hope, the new St)tps" that will replace the old 

whose ~eams need caulking. .,/ 

Again, there is the matter of nature as well as the deadly 
( 

'f\ , 

sins of the second paragraph becoming unsubstantial 'iin the third. How 
, . 
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do the~ ~ecome so? Nature iS ,the agency that destroys them. They are--
~\ . 

. . . reduced by a w1 J'Id, ,( 
A breath pf pine, and the woodsong foq 
By this grace dissolved in place. 

"Thi s grace" refers baçk to the wi nd and trees and fog', but the who 1 eJ 
\, ~ 

natural scene is an image of the reunion concept. ~hus, both nature 

and society are or can be means of grace. 

Eliot had a vision of nature, human relations, and history 

giv;ng hints of the God who controls them. But after IIMarina" the 

vision was soon forgotten. The works of the several years following 

are totally without'that insight. They are also totally without the 

~ joy implicit in this reunion'of God and man f daughter with father. 
~ ~ 

, The poem is out of time and place .in much the same way as Four Qûartets 
. 

lis. The reasons may be similar, reasons which have ta do with the 
1 1 .... ' 

social level of viewpoint· the next chapter considers, 

\ 

l 
Y 
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CHAPTER XI 

SOCIAL CONSCIOUSNESS 

, 

1 
The Rock (1933-34) 

Almost all E1iot ' s poetic work after 1930 was given' over to 

/ the stage. The one major exception was Four Quartets. Even there there \-;. 

are stage influences. ItBurnt Norton" was composed of sections excised 
~f- ~ 

from Murder in the Cathedral. And Elipt once stated that' the other three 

quartets never would,have peen written if the war had not made stage work\ 

difficult. 

The plays and Four Quar~ are long works. Their length will 

make it impo~ible to touch any but the high points of Eliot's religious 
1 

development :in his later life. Length presents one other problem. It is 

~harder to tracé the process of development, in infrequent works of length 
1 

than in frequent short pieces. The new stance itself may be more obvious 

in a long play or poem, but how the poet ar~ived at that position is 1ess 
t. 

clear.'I'> 

Th(t is especially true of Eliot for the period between Ash­

Wednesday and The R~k. For years he had shown interest in drama criticism, 

but why did he make the leap to dramatic writing at this time? It is true 

enough to say that .his work always had beerrd~ama'tic and t~?t the leap was 

not a11 that ~reat. It is a1so reasonab1e to point out th~t tne Sweeney' 
, 

fragments had been stage oriented, and that therefore As~-Wednesday and 

the Ariel Poe~s are the works that need explaining. In retrospect they can . 
~ . 

1 .:/ 



241 

be seen as a regression to lyric of a dramatic movement already begun. 

Nevep-theless the problem is not explained away. The Rock i s for 
tilt!. 

.i 
.. 

the st.age in a way no 'earlier work had been" and nothing within the wo'rk 

exp1ains what set Eliot working in that fashion. For an explanation it , , 
lS necessary to look at extrinsic infonnation, such as tht biographica1 .. 
fact that approac~es were made ta him to undertake a stage project on 

~'behalf ()f the Forty-Five Churches Fund. Here was the opporfunity to move 

into stage wrHing. The opportunity searched hlm out and found ,him )eady 

and waiting. 
y . 

• 
His readiness is explainable from extrinsic information, this 

time his essays. They show an increasing didactic interest ana a growing 

conviction that the stage is the b~st medium for teaching. The style and 

content of t~Rock_ alÇl,ne could n?t produce such a theory, but they do 

supply enough evidence to confi~it: The fo110wing paragraphs will outline 

Eliot's changing interests in the period lea,ding up to the pageant, It 

will be information garnered from his essays. Later, support will be 

offered from The Rock itself. 

In the same year that Eliot wrote Ash-Wednesday he said, 

No art, and particularly and especially no 
literary art, can exist in a vacuum. 1 

His new religious poetry was making it obvious that Christianity was what 

he intended to bring into his own writing. Ash-Wedne,s~ and the Ariel 

Poems, though, were not propaganda. They were express i ons of a rea 1 i ty 

that had touched Eliot deeply and were now even more a part of his life 

than his distress at isolation and frag~entation. 

In the months and years to fol1ow, his efforts turned frûm a 

quest for {iiê'aning to an expl~ration of the dedication his bel iefs impl ied. 
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His theologi(al and metaphysical viewpoints changed little in sucoeeding 

years, but what he had to discover was holy living: how in the light of 
• 
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belief a man is to relate himself to other men, to history, and to nature. 

" 
His critical writings turned more and more to religious and social issues, -

In 1934 he stated, 

l am not very much int'rested in the only 
subject which l am su osed to be qualified 
to write about: that is, one kind of literaryo 
criticism. , l am not very much interested in 
literature, except dramatic literature; and 
l am largely interested in subjects which l do 
not yet know very much about: theology, 
politics, economics, and education. 2 

" 

Perusal of his lectures and articles of the period would show that h;s 

interests were theology ~ politics, theology ~ economics, and theology ~ 
/ 

educati on. 

As early as 1931 his essays were forthrightly stating his 

priorities: 

l am sure in my own mind that l ~ave not adopted 
my faith in order to defend my views of conduct, 
but have modified my views of conduct to conform 
with what seem to me the implications of my beliefs. 
The real conflict is not between one'set of moral 
prejudices and another, ~ut between the theistic 
and the atheistic faith. 

The quotation does more than show sacramental leanings. It introduces the 
. -

idea of "conflict," the sicles of which he defined more closely a year later: 
1 

There are two and only !Wo finally tenable 
hypotheses about life: the Catholic and the 
materialistic. 4 

The battle was something he felt obliged to ehter, but was there sorne way 

he could use his creative literary talents, his gifts as a poet rather than 

an essayist? 

\ ~ 

He had by 1933 formed some opinions on how his talents could be 

put to use: 
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; 
The ideal medium for poetry, to my mind, and· 
the most direct means of social "usefulness" 
for poetry, is the theatre. 5 
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1 

The idea of U'Sefulness in literature shows how mueh he had come to accept /~ 

the idea of art as a missionary medium. ) 

In the summer or fall of 19~3 Eliot accepted a commission to 
) 

prepare a pageant on beh~lf of the Forty-Five Churches·Fund. It was his 

first opportunity to employ art as a lIuseful ll medium. Throughout his 

stage years evangelism was ta be his' intent and propagation of the faith 

hi s content. 

Half a year after The Rock Eliot eommented on the risk an artist 

runs in putting his art at t~e disposal ,of a social or political cause: 

) 

The cause may not be big enough, or profound 
and permanent enough. not t6 become somewhat 
ridiculous under such treatment .... Distorted 
or incomplete values may easily turn the 
sublime into the ridiculous .... I question 
whether any of the social causes agitated 
in our time is complete enough to provide 
much food for poetry.6 

By then Eliot was already working on his second religious production, 

Murder in the Cathedral. His opinion must have been that his cause wa~ no \ 
t 

incomplete ~r distorted system, and that he could subject his art to his 

cause without harming either. He hoped, in fact, thatthe results would be 

positive rather than merely innoGuous. IIReligion and literature," a 1935 

essay, makes that clear. There Eliot addresses the reader of imaginative 

literature and says, "We are affectep by it, as hum~n beings, whether we 
7 

intend to be or not. Il. As a writer of imaginative 1 iterature El iot would 
, 

hope ta prQduce what he would consider posi~ive influences and effects. 

Ooes TAe Rock fif the evangelistic pattern Eliot's critieism 

shows~him to have develo~ed? Care must be taken in selecting the evidenee. 



1 

!e 

s 7 

El;ot's was not the sole hand responsible for the production. E. Martin 

Browne played a l~rge part in the scenario and gdve constructive criticism 

ev en of Eliot's choruses and dialogue~. Apparently many were rewritten 
'" 

at Browne's behest. Eliot himself con~ltlded, 

Of only one scene am 1 literally 
for this scene and of course for 
expressed in the choruses 1 must 
respons i bi li ty. 8 

the author: 
the sentiments 
assum'e the 

l 
1 

'Yet even if evidence ts selected from those portions only, it is obvious 

that Eliot is following the pattern his criticism reveals. 

In the first place a standard of excellence is set forth from 

the opening scene and held without change ta the end. The social side 

of this standard;s " ... to be really useful," with ~eal usefulness mean,ing 

these three things: 

, d one. 

... resigning 
he things that men count for happiness, seeking 

The good deeds that lead ta obscurity, accepting 
With equal face those that bring iQnamin9, 
The, applause of all or the love of none. 

second place there is the conviction of things not well 

by the Rock, who later becomes St. Peter 
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and who repr~sents the church. He is addressing the chorus, but the second 

pers on pronoJr is also me~nt for thë audience: 

The pageant, 

Forgetful, you neglect your shrines and churches ... 
Second, you neglect and belittJe the desert. 
The desert is not remote in southern tropics, 
The desert is not only around the corner, 
The desert is squeezed into the tube-train next 

to you, 10 
The desert is in the heart of your brother. 

though, does more than give information about standards and 

fa;'l ures to meet the standards. It hls, in the third place, a hortative 

purpose, and the advi ce i s gi ven in hopes of producing change: 

ft 
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1 will show you the things that are now being done, 
And' sorne 'of the th; ngs that were long ago done, 
That you may take heart. Make perfect your wil1

1 Let me show you the work of the humble. Listen. 1 

The pageant was written to raise money for a church building , 
pro gram , and the work the hUfrit"·"Q~~.~rkme.n produce over the fo 11 owi ng scenes 

is a church. The sanctuary is completed by the end of The Rock, but the 

moral of the play is stated directly: the one building is not enough. 

It is nowa visible church, one more light set on • 
a hi 11 

In a world confused and dark and disturbed by 
portents of fear. , 

And wl'fat shall we say of the future? Is one church 
a11 we can build? 

Or sha11 the Visible Church go on to conquer the Wor1d?12 
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Many more passages could be quoted to show that Èliot has placed 

his art at the disposal of his beliefs. But more proof is hardly necessary. . ' 

Throughout the piece good deeds ,are exemplary, bad deeds lead ta destruction. 

Morals are drawn, lessons are preached, and the whole tone is that of a 

staid but convinced propagandist interrupted by vis~al illustrations and 

occasi~aloc'omic relief. 

Murder in the Cathedra 1 (1934-3..ll 

Eliot had been encouraged by the reception that The Rock had been 

given, encouraged enough to go on writing for the stage. That his Christian 
1 

teaching was a continuing interest follows natura1ly from this 1935 stat~- -4 

ment: 

What 1 do wish to affirm is that the whole of 
modern literature is corrupted by what 1 call 
Secularism, that it is simply unawape of, sîmply 

_cannot understand. the meaning of, the prim~of 
the supernatural over the natural life: of 13 
something which 1 assume ta be our primary concerne 

~ 
Nevertheless in/sorne ways he was dissatisfied with that first 

prodûction. 
-

ln the first place, it 1acked dramatic develop~ent. 
. 

Helen 
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14 
Gardner has said, "The Life of drama is change. Il The Rock did not 

deve10p in any dramatic way. Opinions were stated at the beginning and 

were unchanged by the end. True, a building grew during the progr~m~ 

but that involved no tension ("Something must happen") 110r catharsis 

("Something has happened; everything is now diff.erent")~ Eliot realized 

it even before the work was c9mplete. For that reason he kept referring 

ta The Rock as a pageant rather than a play. When he did cal1 it a play 

he put the word in quotation marks to show that hé realized full wel1 it 
15 

was not a genuine drama. 
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'The second fault El i ot seems to have foûnd was that it had P(~n l 
too didactic. When it had drawn its 1essons it had been pai nfUlly/:rec; se , " 

/ 
almost an affront ta the intelligenc~ It'was not that his cause had been 

too small, the fault he saw in mere social critics. He considered his 

cause the largest possible and was bent on religious content and the 

edification of his audience. It had been the presentation that had seemed 

unsatisfactory. Matthiessen's judgment that--

The Rock hardly meets Eliot's test for a religious 
play, i1that it should b"e able to hold the interest, 
to arouse the "excitement, of people who are not 
religious"16--

it perf~ctly just. The moral of a stage production must not detract from 
17 

the enjoyment. It is the "popular" novel ist and the "popular" playwright 

who are read and seen. Eliot needed ta concentra te more on dramatic writing 

and prevent the moral from taking solo flights if he was to reach people 

and thereby satisfy his developing social consclousness and concern. 

'Thes~ lessons are 1mp~icit in Murder in the Cathedr,al. The three 

most obvious features of the play are that Eliotls religious interests have 
~, 

continued, that his dramatic act;on';s~much improved, and t~at his messag6j~ 

) complements rather th~n detracts from the action. These are the three 
/ 

ft 

/ 

! 

<!1 
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necessities in the cen~uries old definition of art as "delightful teaching": 

a sound content, an interesting form, and no conflict between them. New 

Critics have often aècused Eliot of se11ing out on them. His interest in 
e,. 

content in the 1934, 1935 plays, and even in his 1930 poetry makes it 

appear tha~ way, but no sell-out is involved. From the first, as this 

thes;s has shown, Eliot had been interested in content. His work had always 

been a que?t for a "truth" if not a presentation of it. Form was important, 
\ , 

but his poetic writings show no interest in random subjects. He was always 

a Moral Critic even before he found his religion. 

As for Murder in the Cathedral, Eliot '$ Christian interests show 

in a variety of ways. Within a few months of undertaking his first Christian 

production he was working on the second "sponsoredll production, this time 

for the Festival of the Friends of Canterbury Cathedral. Again, then, from 

its very inception the play had Christian ties. The scene is the Atchbishop's 
1 

Hall at Canterbury, the protagonist is Thomas Becket, Archbishop of Canterbury. 

The deve}opment is double-edged. On the one hand it concerns martyrdom, a 

theme with obvious Christian implications, and one based on the conflict 

between spiritual and secular powers. ~ the other hand it involves a 

chorus of women in the action and shows both the growth of their Christian 

understanding and the mediatory value of a saint's blood in the lives of 

ordinary people. Christian terms are used repeatedly. Phrases and rhythms_ 

are taken from the liturgy of the church. Prayers are offered. Even when 

no Qùvjous reference ;s being ~de to Gad or supranatural realms, the' 

audience is made aware of metaphysical and theological dimensions beyond 
" J. 

the natural: such as when the chorus of women analyse their past and for 

a moment allQw the truth to appear: 

... We have gone on living 
Living anp partly living.ia 

" 

,) 
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The form of the play has changed for the better. Characters 

have become more individualized. The Rock had been a solo ~-nne 

of the few in the eartier work. Thomas is the Rock of the new play, but 

one with personality and character development. Even should an audience 

dislike the personality, it would be involved by Thomas' wrestle wi,th 
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situation, a struggle clearly missing in Jhe Rock. Even the various groups 

within Murder in the Cathedral have been individualized to some extent . . 
The Rock had blackshirts and redshirts speaking e~ masse, whereas this second 

production has priests, tempters, knights, all with differing speech patterns 

that set them apart fr~m each other. For example, the First Tempter has a 

111ting manner and speech to match the temptations he offers. The Second 
, 

is measured and direct in syntax, and meaning. His rhymes give upper-class 

elegance, whereas the Third is a rhymel~ss "countryman" with great deviousness 

of manner and meaning. None has the subtleness of the Fourth Tempter. The 

only chorus that is not individualized is the women of' Canterbury. Even 

there the use of chorus has changed from the constant reiteration of message 

to an intermittent intensification of emotion. The women are watching the 

action of the central characters and are reacting to the action. Tneir 

.reaction is a heightened audience reaction, and since they as wel1 as the 

central actors are being watched by the audience the women act as a 

projected correlative of the on-stage emotion. Character and chorus are 

not the only improvements. The line of action is constructed with elements 

of surprisê and horror. Moreover the pace is improved. Beside this pl~Yt 

The Rock is loose and uninteresting. Murder ln the Cathedral i~ a dramatic 

object capable of interesting even those untouched by, its subject. 

The audience-finds no clash between action and message. The play 

; s not "preachy, Il or when, ,it becomes so the message seems aimed at the chorus 

rather than the audience. In the first act, Thomas, who as protagonist 
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is the,logical spokesman for the message, is too busy struggling,with 
\.. ~1 

hi sc,own bel iefs to try to impose them on the audi en ce . In the second act 

he is too involved in action and suffering; and the chorus is now in the 

.. position of coming to understanding and occupied witll things other than 

teachi~g. Moreover Thomas' involvement throughout can be seen as a struggle 

with pride. The word is used over and over by priest, messenger, tempter, 

and knight. Members of the audience would not see pride as factious or 

controversial. If the action is seen only at this level no anti-religious 
t 

reaction wjll form. Even should Thomas' religious answer for prlde be 
.' 

obvious to a secular member of the audlence, Eliot's handling does not induce 

distaste; for character, situation, and solution all blend and follow from 

one another as naturql consequences. There is therefore no resentment against 

the author for having pulled a fast one nor against the religious beliefs 

as having come from nowhere. Anyone cominq ta a play where the ward 
A 

"Cathedral" is used four times in the opening eight-line paragraph cannat 

ple~d that religion is an intrusion. If religious matters were totally 

distasteful to someone he would not show his face in the theatre. If he 

were to come with an open mind it is unlikely he would be offended even 

though the play has a firm poin~of view. 
o 

The Family Reunion (1935-39~ 

About the time Murder in the Cathedral was nearing campletion 
• jEliot's thoughts were drifting towards a next effort.' Already one mistake 

/' 
was clear to him. Three months before the first performance of his Canter-,-
bury play he published these words: 

The last thfng l would wish for would be 
the existence of tw6 literatures, one for 
Christian consumption and the other for 
the pagan world.19 '" 

From~~he viewed the world there actually seemed to be three 

o 
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choices facing him. He could write the kind of works that would appeal 

to the "pagan world," works that would be theologically neutral and there­

fore activate no antagonisms. Or he" co'uld,write the 'kind of Jiterature only 

Christians would read. It would be theologically based and probably aimed 

at delightful teaching. Or he could evangelize .. 

The first alternative describes the kind of poetry he was writing 

up to approximately 1927. The WQ,st~Land, for example, took no single firm ~ 
positi8n because Eliot was yet to establish one. E~en in its more Christian 

pass9ges if offended no one as being too Christian. In fact s.,ome Chnstian 

readers di sm; ssed the poem for having no fi nn foundations. It di<\. have a 

'" limited audience, then, one limited to the sec~lar portiQn of society. The 

fact that it wa's the small "poetlc elite ll 'that read it was even more 

restricting but does not affect the matter. There it was the difficulty 

and novelty that limited rather than the theology. Yet with his beliefs 

so well established Eliot could not return to the old way .. He had left it 

in the mid-twentles, never to retur~. 
\. 

Most of his work from Ash-Wednesday on through Murder i~ th~ 

Çathedral was of the second variety. In those poems and plays Eliot chose 

themes and settings that were distinctly Christian. The risk he ran, as 

the 1935 quotation indicates he understoo4, wa~ that his work would lose 
1 

his original secular audi~nce if he persisted in Christian teaching. With 

that kind of writing he was actually solidifying the barrier between the 

two parts of society by reinforcing their secular or sacramental prejudices. 

Only a third choice could appeal to him now, one that would 

allow him to write about what he considered important and yet one that 

wou1d be read by all. By 1937 he had, turned his back on "Christian consump- :. 

tion," for it limited the audience he \could reach. His dut y lay elsewhere: 
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Merely to conduct OJJr own ., ife among ourselves, 
as we think rtght, and to abandon the task of 
evan9~6tsm, would b~ abnegation. of an essential 
duty. 

The question remained as to how he could retain his Christian ideas and 

still,attract a universal audience. He had to retain both message and 

secular audience if he wa0to "evangel îze" among them. 
( .. 

It has been noted that Eliot had grown deeply interested in 
-_/ 

social, economic and po11tica1 matters. In March, 1939, the same month 
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The Family Reunio~ was published, he was tlèliverin~ a series of lectures 

at Corpus Christi College, Cambridge, on the idea of a Christian Society. 

In his opinion, 

We have ta-day a cult~re which is mainly negative, 
but which, SO far as it is positive, is still 
Christian. 21 

Eliot had used Christian terms in "The Love Song of J. Alfred Prufrock" 

without raising eyebrows. The reason seemed obv;@us: Society had sprung 
1 H' 

from Christian rdùts ,whose form was still there even though the sap no .• 

longer flo~ed. Society·s Christian tradition as understood in the present 

might be devQid of sacramental content, but the terms were still there even . ' 

though thoroughly secularized. Perhaps Eliot could dress his play in 

secular appearance to gain and hold an audience, point to the terms of 

the heritage,. and then restor'e the saçramental meanings. In the process 

the audience might become convinced that the sacramentalism they had 

neglected was real and that the Cnristiantty they had misunderstood and 

belittled was in fact the all-important truth. However, for that kind of 

evangelism to be effective it must ,do mpre than make its point. Since .. 
> 

soci'ety tends to react negat'ively to Christianity, the message must be 
, .' 

hidden until the audience is ready for it. For Eliot, then, this kind of 

evangelism rests on·deception . 

1 

1 
\ 
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The Family Reunion ha~ a contemporary secular setting. By 
~ 

opening the play in lia drawing room, after tea," Eliot has moved as far 
22 . ,c ):-

away from a re1igious context as he cou1d get. All seems natural; but 
< ' 0 

__ ' g!,aduaJl1_~y means _of his poetry, the in~erpersonal relatio~s portrayed, 

and wo:ds and phrases latently sacramental he instîl1s awareness of 
. 

metaphysical and theological dimensions far beyond the natural. 

1 • 

H1S use of poe~y to cr~te the effect involves analogy~ He 

attempts' ta ind i cate the ~upranatura l by heighteni ng the ; ntens ity 'af the 
Ji, \ 

.. ' . \ 
" 

paetry. Man's feelings before God would have a similar tension. Arrowsmlth 
23 

quarre1s with this use of poetry. If on~,heig~'tens the paetry to 

~ncrease awareness of the supranatural .and less,ens it to' dtminish the 

,awareness, he w,n pe writi-ng poor v~rse in places. But verse need nQt be 
t 

intense ta be good poetry. Epies do not rely on constant tension . 
./, 

Interpersanal relationship5 a150 depend on analogy ta point ta 

the supranatural. ~hraugh the love of one'person for another, or the 

guidance of pne person by another, the higher relation with God is indicated. 

There i$ something of this in the scene where Agatha reveals Harry's family 
c 

history to him. E~iot 'draws attention to Agatha "$. analogical role by, 
, , , 

making'the other characters aware of her importaryce. Amy says, 

On1y Agatha seems 'to discover sorne ~eaning in death 
Which 1 cannot find,24 

25 
and Violet' fe~ls that "Agatha's remarks are invariably pointed." The 

- . 
same kind of analagy to God is a possibility in the Harry-Mary scene~ but 

one that is left undeveloped. Harry, in fact, ends the play in almost 

total i€olation. If Arrowsmith wished ta criticize ,Eliot's analogical 

technique, here was wher~ Eliot deserved it. 
. , 

Eliot's relationships sometimes emph~size and caricature the , 
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secular. The shorus of aunts and uncles are visionless, and their 

insipi~ity is meant to belittle the merel~ secular and thereby establish 

the importance of higher vision~ 
\ 

. l 

It ; s u~n latent l-y (sacr.amenta l-wo-rds -an a- pnrase-Ç1;llaT El rot-­

depends most heavily i~ pointing out h1s metaphysica1 and theological 

out look. ,In early parts of" the p1 qy, Chr; strnters are used in a 
, ,; ._ 26 

way that totally lacks sacramental cont~n.t·: "Lady Day;" and "providen-
27 " '" 

tial."· B~t the "apprehension" grows. Agatha plays a large part in the' 

change. It 15 her comment that the return to Wishwood' will be painful 

for Harry that raises the first signs of an~iety in the family. She states 

her reasons =-

... Because everything ;s irrevocable, 
Because the past;s irremediable, ' 
Because the future can only be built 
Upon the real past. 28 

The audience might interpret that at a natural level, and therefore Agatha 

renéws her attack in the next speech by referri ng to a "j2..!J..y corner. JI 

The Henry James short story of that name concerns a man meeting his own 

,ghost in the place where--

.. When the loop in time comes .... 
The hidden is revealed~ and the spectres show 

themse 1 ves .29' . 

The language and allusion open' doors beyond the natural. As the scenes 

~ pass it Qecomes more and more clear that the spectres belong to--

'\ 

" 

, 
... Powers beyond us ' 
Which now and th en emerge. 30 

r 

/ 
/ 

/ 1 

1 

By the end of the play words like "sin," "expiation," "intercession," 

"pilgrimage,lI and "redemption" have become cOlT1llon and have pinq,.ed down the 
, 

metllphysical and theological 'contours in Eliot's mind ,when he speaks of a 

"nether world." r 

• " 

.. 
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Much more could be written about Eliot's content and his . ~ -, 
techn:\ ques of produc i ng the des i red effects, but there has ,been enough 

evidence presented to show him uSlng indirection, using what one could 

''''-~--ca.il deception ta carry out eVêJlgeli-sm. The plal_began at a natural level 
~ 

\ . 

but has moved gradually to supranatural implications through the use of a 

variety of tools. If his ploy has gone well his secular audience should 
/ 

now be aware of and.appreciate the i~portance of the supranatural. 

, Very few of Eliot's audience, in spite of everything, undcrwent 

conversion. Jh~ Fam~Reun;?n was not well received and did not do all 

that Eliot had hoped. More will be said about the theory and practice of 

indirection when the later plays are discussed. 
.. , 

Cas,te in the Ear]l Plays 

What wà;s Eliot's concept of society in the three early plays? 

The second sect; on of Chapter VI l 1 quoted a few sentences from I~Use , . 
of Poetry and the Use of Criticism (1932). Eliot was saying there that 

when he wrote Sweeney Agonistes he had designed one character with high 

spiritual sepsitivity. It was the purpose of that characte'y. to communicate 
'1 

with a "sma ll number of the audience ll who werJ s'i'miJarly sensitive. The 
\ . ... 

rest of the characters were to be spiritually insensitive: "ma terial, 
~ 31 

literal-minded and visionless" like the majority of the audience. 

Whether or not such an idea was in Eliot's mind in. the mid-twenties, it was 

by 1 932. Ingroups and outgroups play a larg~ part in the three early plays, 

and even after that. 
., 

In The Rock the ideal of sensitivity is partrayed by the Rock 

and his various historical builders. They have the sacramental viewpoint 

and can see beyond mere natural cause and effect. They are therefore 
~) f 

capable of judging the true worth of art action. They khOW that man in the 

( 
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natural state is afflicted with Original Sin: 

~ _____ 1_- __ ~ 

Men! polish your teeth on rising and retiring; 
Women! polish your fingernails: 

l You polish th~2tooth of the dog and the talon 
'l of the cat. 
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.. 
Therefore there are no Ifsysfems 50 perre-c-t ttrat-no-one--wiH need te-be-~--~ _', __ 

33 
good." S'ecular man is actually dangerous: 

o Lord, deliver me from t~e man of excellent 
i ntent'i on and impure heart: for the heart 
is deceitful above all things, and desperately 
wicked.34 

It must be remembered that The Rock was aimed at a church 

audience. Little is sald about the insensitive man, though he appears 

occasionally as an obJect lesson. The dialogue ;5 directed to characters 
1 

and to an audience that are presumably sensitive, but whose sensitlvity 

is not fully developed. The aim is to awaken their sens;tivity, ta bring , 
them to full consciousness. Whereas sensitivity could be defined as the 

inherent, ability of a man to detect the supranatura~, consciousness 

measures his actual awareness. "He wl10 has ears ta hear, let him hear,fI 

says Eliot in this pageant. 

He has n0thlng to say to those without ears, the redshirts, - ,) 

blackshirts, and assorted materialists, but onl,rto those who act as if 

they were ear-less when they do have ears. They are imitating those who 

are less than animals: 

A colony of cavies or a horde of active marmots 
Build better than they that build without the 

LORD.35 

" 

Secular k~owledge has no ultimate answers and may even hinder true wi5dom: 

The ehdless cycle of idea and action, 
Endless invention, endless experiment 
Bri ngs ... 
Knowledge of words, and ignorance of the Ward .... 
Where is the knowledge we have lost in information? 
The~cycles of Heaven in twenty cerituries 
Brings us further from GOD and nearer to the Dust. 36 

'.-
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Murder in the Cathedral was also aimed at a church audience 

and is therefore primarily for and about sensitivè people. Insensitives 

again enter as object' tessons. The knights reason in secular terms, but 
1 

by then the audience is supposed to be consciou~ enough to detect their 

folly. 

Thomas is the man of high sensitivity who during the play is 

brought tù full consciousness through the agency of the Fourth Tempter. 

Temptation as a means of grace is an ;ntere5ting thought in itse1f but 
J 

a150 one relevant to caste distinction. It;s by graçe in the form of 

te~tat;on that Thomas becomes fu11y consc;ous. Without it there cou1d 

have been no hope and he never would have come to an understanding that 

God's will was not already in him. Once the understanding is given it is 

he who proceeds to make perfect his will. In both moments. grace and 

perfecting, Thomas is independent of other men. The relevant matter is , 
that Thomas himself ;s a means of grace to the chorus of Canterbury women. 

That he grows spiritually to great heights but a1so causes growth sets him 

apart from the other characters and chorus who seem able only to react. It 

is as if their sensltivity is of a second order, as if God had no purpose 
. 

for them other than a 1ittle'enlightenment. Mernbers of the chorus are , 
sheèp that must be shepherded, not children in the faith capable of matu~ing' 

and in turn helping others. Sorne people, according to Eliot's aristocratie 

ideas, cannot approac~ God fully, cannet approach at al1 without human 
, 

mediation. Eliot had ~ High Church view of the Keys to the Kingdom. 

~ 
Not all sensitive or semi-sensitive people are in churches. Eliot's 

,foray into contemporary drama with The Fam;l~un}o~ was an attempt to 

pillage a larger allnience of unconscious sensitives, those who have been--\ ~ , 

~eglecting all the admonitions 37 
From the world around the corner. 

r~ 
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The function of Thomas in the eilrlier play is divided between 1 

Agatha and Harry. Harry cames ta full consciousness ~ur;ng the play, and 

Agatha, already fully consc;ous when the play ,begins, acts as human 

-mediator~ There are strong indications that Agatha (and 1V1ary with her) 

is on a lower plane of sensitivity than Harry. She says to Mary, 

... Harry has crossed the frontier ... 
And he cannot return .... 
We must all go, each in his own,.direction, 
You, and l, and Harry. Vou and l, 
My dear, may very likely meet aga;n 
In our wanderings in the neutral territory 
Between two worlds. 38 

1 
Her function as enabler is assumed because she is unable herself ta/cross 

the border into th~ far world. 
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" 

The insensTtives are given much fuller_ ~-4-n--earl ier 
--------- - --- -

works. The first thîng to notice is that they, the uncles and aunts, are 

not total,ly insensiti've. In the presence of the supranatural they feel 
39 

"embarrassed, impatient, fretful, i11 at ease." They do det,ect something, 

but on1y out of the corner of the eye. As Harry says, 

They don't understand what it is to be awake, 
Ta be living on several planes at once. AO 

All their exp1anations must therefore be material : 

l've met with missionaries, often enough-­
Sorne of them very decent fe 11 ows . A ma 1 i gned 

profession. , 
They're sometimes very useful, knowing th&'natives, 
Though occasionally tr~ublesome.41 

When secular solutions do not suffice they are left in mystification: "We 
42 

have l ost our way in the dark;" or else fear: 

. ; . 1 am a fra'l d .... 
1 am used to tangible danger,- but only to 

what 1 can ~nderstand.43 ' 

They try to produce their own detective drama (guilt) to account for Harry's 

illness (sin). But since they cannat read the clues they cannot solve the 



mystery. 

There are indications during the plaithat the insensitives are 
~ 
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not a11 hopelessly so. It is true that !Agatha spends her tirne and effort 

on the more sensitive 9 like Harry and Mary, and has little to say to the -

others. In fact~ there are indications that this material world is a11 

that those less sensitiye can ever have. Agatha says of thern, 

For those who live in this world, this world onlY9 
Do you think that l would take the respons i bil ity 
Of tempting them over the border? No on'e could, 

no 'âne who: knows. 44 
<. 

Yet by the end of the play the chorus has been given sorne individuality. 
1 ~ 

Charles 'seems the most hopeful: 

.!.I am beginning' to fee1, just beginning ta feel 
That there i s sarnethi ng, 1 coul d understand, if 1 

were told i t. -~- 45 
But l' m not sure that 1 want to know. 

The mother has a150 shown sorne hope: 

At my age, J. on1 y jus t begi n to apprehend the truth 
About thlngs too late to rnend .... 
Nevertheless, 1 am gl ad if 1 can come to know them. 46 

'It seems, though, that she dies without the know1edge. Gerald is the most 
47 

insensitive. Amy calls him "the stupidest pers on in this room." We sees 

nothing of sacramental ism. Violet and Ivy are barely ahead of him. Violet 

says, 

Ivy's reply is: 

Vou do not 'know wha t ha5 been goi ng on, 1 vy. 
And if'you did, you would not understand it. 
1 do not understand, 50 how coul d you?48 

6. " • 
" 

... Cal'\: t you explai n? 
Why do you a11 look 50 pecul iar? 1 think 1 

mi ght be a 11 owed 49 
Jo know what has happened. 

The social implications of what has been said are c1ear. Eliot, 
~".. ~~ ~ 

judging by the three plays, believes in a spiritual hierarchy. Sorne men are 

~I , 
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of the el ;te and some 1ess so. While they may be brought to' greater 

consciousness they can never surpass their spiritual l iP1itations. The 

:.è11te are the saints who, on becomlnq fully conscious, wend their lonelY 
• 
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way to ma rtyrdom or pi1grima.ge j n the desert. Thei r exact functlOn will 

come up later. Others are enablers, or in the language of a later drama: 

the Guardians. They help individuals ,to make the crossing. Then there 

are the untouchables, those with little or no sensitivity. Eliot's 

cari cature of the; r lot deserves and has rece; ved cdon s iderab le resentment. 

Unfortunately for much of his 1ater work it was not· a lesson. he learned 

easï 1y. 

Iso 1 a t i on i n the E..a r lLEl..a.12.. 
\ 

Any di scussion of social responsibi l ity and social intercourse 

would be incomplete w;thout examining the status of and cure for isolation. 

Eliot had first :incorporated the problem into his ear1iest poetry and had 

been searching for solutions for some twenty-five or thirty years. What. 

changes are there in the early plays that might be the result of hi s. more 
,~. 

settled be1iefs? 

IJ1~_Roc!. otiers some hopeful signs. The second chorus implies 

• there is such a thing as interpersonal communication when it says, 

There is no 1ife that is not in community, 50 
And no community not lived in praise of GOD. 

It wou1d seem tha~çpmmunity or true cQmmunication with another is a by-.... 
product rather thân an end in i tse 1 f: 

. .. , 

Vou, have you built well, have you forgotten 
the cornl!fstone? 

Talking of right relation!r of men, but not of 
relations of men. to GOD.51 

The play makes n6 bones about its belief thiü the opposite of right relations ., 

with God is social de'solation: 
! 
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, In the land of lobelias afld tennis flannels 
The rabbit shall burrow and the thorn revisit, 
The nettle shall flourish on the gravel ·court, ~ 
And the wi nd sha 11 say: Il Here were decent 

god 1 es s peop 1 e : 
The; r only monument the asphal t road 
,And a thousand lost golf bal1s. "52 

The Rock does little to substantiate its claim thàt only right 
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relation with God can be accompanied by interpersonal communication. The 

Rock is a pageant, and infetpBrsanal relations are not its strong point. 

Its best relations are in the portions wh~re Eliot's influence is probably 

weakest. The choruses do deal in commy,nication, it is true; but their 

relation is with the audience,'and in a lecturing, even hectoring, manner 

at that. They are not at all interpersonal or "I-Thou. '1 

Murder ;1) the Cathedral is nct an improvement. thomas is actually ----- \ 

separated fram others by his spiritual know1edge. His struggle to conscious-

ness is a lanely one, and he is counselor and teacher rather than friend 

to priest and chorus alike. The Second Tempter affers him rule over men, 
~, 

to which Thoma~ repl ies: "To the man of God whar: gl adness?" Thé tempter ' s 1. 
rep l y hi ts nearer home than he or Thoma s rea 1 i ze,: 

. .. Sadnes s · 53 
On1y to those giving love ta God alone. 

Though'the protagonist can feel concern for the chorus and h1s pr;ests, 

there is doubt that he has ever felt love towards another persan. The 

First Tempter had hoped otherwise. Among his temptations of sensuous 

beauty there were the ties of friendship: 

Your Lordship won 1 t forget that ~veni ng on 
the ri ver" ~ 

When the King and you and--I were all friend,? 
f 

together? 
Fri endsh:j p shoul d be more than biti ng Time 

can sever. 54 

Thomas 1 respoDse ;5 discouraging: 
• 



Vou ta 1 k of seasons thgt are pasto 
Not worth forgetting.5~ 

l remember: 
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Perhaps it ;s his caste feelings that have led him to isolation. 

He is certainly pictured as the strong hero struggling alone ln spiritual 
'. ~ 

sensitivlty. But-whelher Thorilas- couTd have found frîenâslïîp îf there 

had been another character of equal sensitivity is .idle speculation. 

Th~ Fam~_Reuni on does offer Harry ~haracters more equal to' 

him, though not yet on' hi s own 1 eve 1. Moreover ,-- one of those characters 

shows him and the audience that interpersonal communication is a goal not 

to be abandoned: 

... We cannot rest in being 
The i mpatj ent specta tors of ma ti ce 
We must try to penetra te the other 
Dl make-bel ieve and fear. 56 

.' 

or stupidity. 
pri vate worl ds 

That Harry and the other characters should be living ln worlds 

of make-believe and fear recalls the barriers to communication Prufrock 
! 

discovered. Two of them appear again here. Harry is in a state of self-

deception at the start of the play. He i5 hiding who ~e is from himse1f: 
. 57 

he suffers the "degradati on of bei ng parted from mysel f," and knows he 
58 

is not alone in this: "1 not a person, in a world not of persons." It 

is Agatha's dut Y to help him find himself . 

• 
The more important barrier for the sub-plot of crime and detection 

that the uncles and aunts are creating ;s."role-imposition. They hope to 

force Harry and events into a pattern of their own pleasing: that nothing 
, , 0 

is changed and the son can begin aga;n where he left off almost a decade 
\ 

before. Harry soon comes to see that. " 1-

When'he left home he had left 

"family affection" and had moved into a different role-imposit;on. When he 

returns he ,is facing a third: 

l, 
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... Family affection 
Was a kind of formal obligation, a dut y, 
Only noticed by its neg1ect'. One had that 

part to play. 
After such training, 1 could endure, these 

ten years, 
P1aying a part that had been imposed upon me; 

--~- -And -1 fèturnecr ~o flmt dflotlier nne-mad:e-re-ady~----
- The book laid out, lines underscored, and the 

c9stume 
Ready to be put on. 59 
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Harry danies his mother's projections, finds himself, and becomes 

a persan in the process. But what are his relations? Ooes his own 

int~gration ~llow him to meet others? His c10sest êontact i? Agatha, but 

by the end of the play he has surpassed her. They shall not "meet" again 

since--

... Meeting is for strangers. 
Meeting is for those who do not know each other. 60 

Agatha sanctions the separation between Harry and his fami1y: 
1 

... Love compels cr~e1ty 
To those who do not understand love. 
What you have wished ta knaw, what you have 1earned 

, Mean the end pf a relation, make it impossible. 61 
62 

So Harry departs from Wishwood dragging his cross)across his mother's face, 
'; 

and in the prqcess denying Mary her hape 'of escaping spinsterhood. Harry . 
is as iso1ated in the final scene as he was in the beginning: Now the 

reasons are different. He goes out a happy man, but that on1y emphasizes 

that for Eliot happiness is not interpersona1 communication but rather 
" 63 

see.ing lia different vi sion." 

All three p1ays show al1 characters in isolation. It ; s therefore 

necessary to conc1ude that E1iot ' s idea of social respon~bility cornes some-

what short of brotherhood and love in their usual meanings. If "love 

compels cruelty," love requires self-containment in arder ta endure the 
\ 

cruelty to a loved one. Brotherhood or sonhoad may requ;re desertion of 



• 

family in the quest for social expiation. 
~-

T-he lndividual and Society in the Matter of Expiation 

Thomas and Harry come to full consciousness.during their 'play~ 

- --aRB-depa-r-t in-a state.. oLsalvatiQn~ _~er_EliQ1_,s~v~lion would appear 
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to be a~ individual matter of coming to terms with certain beliefs and then 

incorporating them into one's living, a11 with the help of grace in one 

form or another. 

There are passages, however, that indicate Eliot has sorne concept 

of social expiation. The R~ck may be a poor example since it was written 

to raise money for church construction. but its central thesis is that 

where there i s no church there i s no communi ty and where there i s a- church 

there is social benefit. Such implications lie beh~nd these and similar 

l ines~' 

Do you need to be told that even such modest 
attai nments 

As you can boas tin the way of po li te soc i et y. 
Will hardly survive the Faith to which they owe 

their significance?64 0 

Thomas' martyrdom ;s f9r the women of Canterbury. It is difficult 

ta ca11 it social expiation since his actions change their faith directly 

and open their eyes to s~iritual dimensions. Yet their words in the final 

chorus indicate that his death may promise more than changed hearts: 

... The blood of Thymartyrs and saintf 
Shall enrich the earth, shall create he 
~holy places. , 

For wherever a sai nt has dwe 1 t, wherever 
a martyr has given his blood for the blood of'Christ,_ 

There ;5 ho1y ground t and the sanctity shall not 
depart from,it .... 

\ From where the western seas gnaw at the coast of Iona, 
To the death in the desert, the prayer in forgotte~ 

places by the brokoen imperial column • 
From such'ground springs that which forever renews 

the earth 65 
Though it is forevêr denied. 
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ln The Family Reunion social expiation rises to the surface. 

Agatha says to Harry towards the end of the drama, 

... If: is possible _ 
You are the consciouspess of your unhappy family, 
Its bird sent flying through the purgatorlal flame. 
ln-peed-it ls pt7S-s.H11e. You may lear~ Il€reafter,. 
M~ing alone through flames of ice, chosen 66 
To resolve the enchantment under which we suffer. 
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The family curse is Eliot's correlative of Original Sin. It may dfstort 
d 

more than it enlightens, but that is beside the \point. Harry, as a mJmber 

of the human f,amily, shares thelr Clrlginal Sin. With his personality and 

separated as he is from others, he cannot minister to their redemption in 

any way other than by disappearing into the wilderness and seeking their 
~ "'. 

1 

comman expiation through solitary'-deeds. Again, Ù1is is a~High Church 
\ 
1 

concept not readily understood byoutsiders. Theréfore Eliot has trouble 

explaining Harry's thoughts to his mother: 
, 

... 1 cannot explain that to you now. On1y be sure 
That 1 know what 1 am doing, and what 1 must do" 
And that it is the best thing for everybody.67 

Eliot's three dramatic works make it clea( how litt1e Eliot knew 
'" . 

about deep interpersonal relations. It wou1d be incorréct to blame it on 

his beliefs. Hi·s poetry from the very beginn,ing was drenched in isolation. 

Belief, thoagh, has not solved~the matter. 

~elief has made differences. W~ may suspect his early'work of 
.., 

èlas~ consciousness: Sweeney, Bleistein, and Grishkin on the one handj and, 

Prufrock, Burbank, and even Gerontion on the other. Caste remainsJin the 

three plays, but its basis has cnang.ed from art'istic to suprana~ural 

sensitivity. , . 

The major difference belief has made in so far as ·his view of-

, society is concerned, is in the realm of social responsibility. St. Narcissus ' 
"-

, ' 
ascetiç withdrawa' was self-sa l vati on. Prufrock 1 s masks were for se lf-

.. 
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protection. Gerontion's decision was self-preservation. Ash-Wednesday 

seems to hâve found satisfaction in the personal area, and that.has enabled . 
him to turn his thoughts ta others. Belief has given Eliot a new interest 

'If' ,r • 

in others as something more than reflections of his own horrible situation. 
" 

Belief, however, has not taught Eliot how ta touch others. How 
, 

to reacr 9thers and f.ulfil onels sense of r~nsibi1ity is a Pfoblem for \ 

a man whose socia l appendages have been che\>Jed off at the borders of hi s 

own person. Eliot attempted sorne solutions. In the first place, even 
1.' 

though we dwell in iso~tion and can never touch another being, a teacher-

student rel'ation is possible. Thomas was this for the chorus, and Agatha 

for: Harry, and Mary. Such a relation is not contact, not interpersonal. 

When Eliot finds it threatening to become so, as with Harry and Agatha, he 

takes fright and cuts it away. Ideally for the poet, guardianship would 

seem to be à matter of imparting the right information at the right moment, 

and that can be done at a chaste social' distance. 

Whether Eliot realized that su ch a relation was over-chaste or 

whether he felt that sorne peop~e, as caste inferiors, were incapable of 

absorbing information, the plays show a second solution ta social responsibil-
# ~;::"I' 

1 ity developing. Like St. Narcissus, Harry withdraws into,the desert. This 

time, though, it ;s more than a matter of personal salvation. He is to be 

the expiation of the family curse: for those who understand nothing of the 

curse as we 11 as for those who do. Thomas ful fil s the same functi on in 

Murder ir'l the Cathedral, and there is a strong probability that the church 

acts in the ~ame way for society in The Rock. 

Such a view of the church and the individual Christian's "soCial 

action""is definitely sacramental. But ta even the most ardent believ~rs 

of those very articles of faith they were not sufficient. His characters, 

,/ 
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rema i necf.. ih total i sol ati-.on, and unt.il that c.ould be cured no end to his 
,'" 

e religious quest was in sight. 
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CHAPTER XII 

, -, 

Religious txperienc€ 

Four Quartets i s a monumental ·work. lt has rai sed as many . 
questi~ns about art and as many q~~stions about.life as did The Waste 

Land two decades before. A good case could be made for Four Quartets 

being the more structur~d of t~e two. pieces; bu~ while The Waste Land 

had been buift quite ObVlOusly around a mythic theme,.it is less 

clear what the structural basis of Four Quartets' is. A vàriety of 

tempo ra l, mus i ca l, and psycho l ogica l forms have been ad,anced as -

organizing prirtciples, ~11 valid and all usefUl in furthering under­

standing,pf the".poem. O~e thought, though, has not'receivéd sufficient 
f 

investigûtion: that four Quartets i~ the.descrlption of ~ religious 
. .... 

~xp~riençe a~d an introspective study of the rethinking such an 

experience enta ils. 
\ , 

THere are a number of dangers involved in the hypothesis. 
r 

, In the ~irst place, the rose-g~rden scene may nct be a description of 

a rêl igious'experience at a11. Critics havé seen H- as a' descr1ption 

of lost childhood~ an exper;ence ~f first love w~t~ the h~acinth girl 

of The Waste Land and "D,ans le, Restaurant," or an in~tan'ce of memory 
, ... 

a~ a means of grace. In the -second place, even if it can be taken as 

a reli9ious experience it may not be Eliot's. Nothing in h1s 9ssâys 

nor i~ his discussions of religious questions indicatfts that he 

- , 

r 
\ " 

. 
" -

, . 
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• 

underwent such an experience . 

In defence against the second objection i{ should be noted 
~ 

that Eliot was extremely reticent in givfng<'details of his life 

h;~tory., Much of what crit;c~.have uncovered has come from either 

documents and pri vate 1 etters or the anecdotes of fri ends. A rel i­

gious experience is not the sort of event a companionbcan describe on 

one's behalf, nor ;s 1t the sort a reticent man 'will freely discuss. 

It is as ~ikely to appear in his poetry as anywhere, for there the 

reader wi11 take it ,as the experience of the character and not , 

necessarily autobiographical. In point of fact there is a small bit 

of dO,cumentation relating to the. matter. ~(hi1e it is far tao sl ight 
J 

to confirm the hypothesis. it does not/at al1 contradict ft. Burnt 

Norton was a des~rted .~anor in the Cotswo1ds ~here Eliot visited in 
<' / ~ r,' 

, the, summer of 1934, 1 a 1~r and a ha l'f before the quartet of the same 

name was p~blished. No ecord exists as to what happened there. There 

;s onTy the bare façt 0' the visH and then a few months later .the poem 

wit~ its conjunct;on oflplace na me and pecu1iar description. 

, . ~\ 
That the rose-garden is a religious &Xperien~s more 
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susceptible to investigation thin migb~-appear possible. )f-j-~ wer~."" 
There woul d ') 

~ 
-so, one might expect a three-fold division in the poem. 

\ 

be a sect i OYI to descri be the persona before the experi ence, one to 

describe the experience itself, and one for the aftermath. The first 

.of thesel_d\v;~;ons need not {~e long. The' seq>nd would be difficult 

to sustain. The third wou11 -probably receive th~ ~ost attention, 

though that woul d aepend on the emphas i s the roet,: desired. >t 

,When the poem is 'examined, it seems to c.onform ta the . 

j 

/ 

( 
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\ . 

hypothesized' form. The opening paragraph is the psychological outlook 

of the persona before the event, what the Pauline ~pistles would call 

the "o1d man." Th~ content is deeply philosophical: a discourse on 
'"-

time that resembles ~eterminism. The proposit4onal statements are 

not so imp~rtant as the accompanying emotional flavour. Ma1thiessen 

has remarked of the poot, 

El i at warhts to suggest \i n the rhythms of hi s verse 
th~ovement of thought in a living mind,-and 
thus to commurricate the exact pattern of hîs 
meaning not GO much b1: logical structure as by _ 

.emotional suggestion. 2 • 

The rhythm is inhibited and tne. Unes well spr;nkle~with femirt'ine 

'nd ~ ngs. Th1 a bst.ract content thus becomes mo.re than Obj~~ct i v,: rea son­
\ 

;ng. The picture builds of a man mildly depressed by his findtngs .. 

that "All time is unredeemable." Though "what might have be_e,n" ;s 

thereby, made into idle' "speculation" ;n which the persona can see no 

purpose, he is still attracted by i't. His mo-od seems ta be that of a 
, . 

man who wishe~ .. for hope wh'ich"'he does not bel ;eve in. "Hopeless" does 
\.t., l , 

not desc.r;Qe hi,s condition, for the word ;mplies despair. He is rather 
J 0 l' 

in the state of mild dissatisfactLo.n. ' What he would 'hope for if he 
10> 

r 1.. f.l{t 1 
thought it possible would be change in his p,resent 'condition tbrough 

c,banges ;~ past decisions. His a~tua' state 1S not ~iserab·le. There 
<. 

1 t' .. 1 

àre the·compens~tions of a stro~g-reasoning 1aculty" and the leisure t~ .. ,( \ . , ' 
J • • 

employ it. But such does nQt ,màke it the be~t of al1 p~ssible worlds, 

'and ~ ~ould that he could ~avet 1t over:- not only his o'wn 1 He but, 
. ' 

it is hinted, the whole experience of man fram the First Garden. 
D • 

There are three things that should be said about the rose-

garden scerle itself. 
'.' 

The first concerns admissi'an' ta the qarden. It 
. • '1 

.. 

•
.... ~$ .......... --~------------~~----~~ . . ,. -- ~ - - --
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\ 
seems ta be a 'ft of grace, for the bird that summons the persona is 

/ ~ 
symbo] ;With that meaning. Certainly entrance ;s beyond 'the 

ogie. In fact, the yearning for s.uch an experience must 
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ta overcame reasan, for reasa~ sees it as a "deceptian." 

Yet a chaice i5 possible. One can fallow or not follow the thrush. 
( , 

That is implied in the question, "Shall we f~110W ... ?" In the phrase 

"Into our firÙ wor1d Il the "into" shbuld beJ~nterpreted in the same (' r--
manner as "en avant! Il or IIforward! Il rather than as a scene-setting 

for or will-1ess 'md'tion tOwQrd. what follows. 
., 

The second thi ng ta be sa i d cancerns the qu.a l ity of the 

experienceA. Rajan describeS! it well: ~ J . 
Éven the flowe~ this universe are unn~tural 
.. We grasp eagerly at what we think are fact~/ . 
Il Dry "the pOü-l, dry cbncrete, brown-edged. I( !tut " 
even this is deni~ us-,-"The pool' is fil1ed with 

'water out of sunl ;~t. Ir The effect of this 
dissociation, this remoteness, is to emphasize . 
tbe superioy reality of the pattern .... Mr. Eliot 
has succeeded brilliantly in his main preoccupation 

~whic~ i~ to make philosophical terms more solid 
---and tangible tij,d'l abJects. 3 , 

The per~ona has a number of feelings during the experience and ~fter­
-:f~ 

warcs as he attempts ta sort his impressions. First. he feels it is 
, 

'real, more real than what till how he had taken aiS reality. Secondl", 

i1 is immensely attractive. 'Compare the rhythms'of the f.jrst and 

third the jSection. Compare ~he a~ject;ves ~or text~re 
" 

and,vividness. oe~c i~~n~6it~ ~: the rose-garden scene rises ta 

a p.itch Eliot seldom'b ore .ette pte'd. In the third pla,ce, the exper;ence 
"'l 

i'p a 5 hoc k to thè persor'la.' For s; ;.tften' li nes he h~s bee,n entranced
l
, 

fascinat~d, enc~anted. Then a claud passes and the sp~ll ;s Over, \ 

though not the memory of its almost painful intensity. A further poïnt 

.---l 

, 
J. 
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. ( 
is the confusion brought on by the exparience. Not only the way into 

it, but the whole duration of it is beyond the persena's understanding . 
• 

The pool iS'waterleSs yet filled with water, the music unheard, the 

air vibrant, and the people sensed'though they are invisible. Finally, 

~~'the experience is redirecting. The 'last three lines of the section 

reptpt the ideas and even the words of the opening)aragraPh. But--
, " fi) " Time pasb. andtme future \,' 

t What,might ha e been and wha~ has been---are no longer sa easily d:stinguishable. The end ta which they point 
.. .. \ 

and which is always present i5 what .ow must be discovered. 
\ 

~ The third ~ic~~ to betone with the exper~e~ce is ~~ ask if' 

it has pa ra 11 è l sin ea r'1 i'er 'El i dt efforts. ' It ha s •. thQugh ,they do f 
/ 

• not match ; n ,every detJil. Thomas' encounter with t~e Fourth T~mp~r 

is an example. The eocounter iS.offered by grac'e rather than sougil~ 
ft , . 
by reason. It is a presentation oT' a vivid real'itl where no such 

. . 
pattern was even considèred. It cornes as a shock, produces confusion, 

',at1d induces the persona to maye 6ff in a totally new direction. The 
~ 

Ash-Wednesday éx~erience at the first turning of the third stair ;s 
:.4 "-

eXàctly the same as Thomas' encounter. And the Eumenides' appearance 
1 • 
to Harry three years after "Burnt Norton" is similar> Most interesting 

". 
is the last line of "Cch,versation Galante. If • T~ hero of th€! piecee 

suffers the shock of dis~over;ng a reality which is d horribTe parody 

" of the one he had been l;ving with. If. an iderft{ty is allowed between 
,..~ . . .. ' ,) 

Elio. and ~is persona, it cot,ld be sa,'d'-that th~hock produces 
~..' . If ~ . 

redirection. Eliot 1eft the poem committed to à search fqr mea~ihg, 
\ , o 

. , 
• 

unit y, and communion. All these other episodes resemble the religtous 
~ , 

experlence in that ther cause their personae's l;ve~ to be redirected. 

:. .. 
'\ f' 

'\ 
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None, though, has the attractiveness of the "Burnt Norton" garden. 

t.· 
Critics have made compa~~sons between the attractiveness of 

"Burnt Norton" 1 àf.fd that of the hyacinth girl of The Waste Land, 

~... IILa Figlia che Piange. 1I or even the'smell of hyacintf1s" in "Portrajt 
, 

of a Lady," and the chitdhQod.experience of~ns le Restaurant. 1I 

'., 1 

Attractive though they may be, usually in a sensual way which i5 not 
4 ' 

the IIBurnt Norton ll attraction, th~ do not invoke a powerful s.~se 
-~ \ , 

of anoth~r reality impinging on this one, nor do they go very far in' 

shocking or confusing. Most important, they do not- atJ al1 redirect 

the herols footsteps into previously unconsidered byways. They are 

mer,e aesth~tic memories, while the rose-garden i5 much, much more.~ 

'\ " Mhs t of Four ~u.rtets i s not a de seri pt io'n of the ';01 d man" 

~ of the religious ex~arience that initiates the change to so~ething 
r 

ne~. The experience has left thè persona with two visions of reality . 

They are confused and at cross-purposes with each other. While he has 

no doubt as to which he prefers, he has doubts concerning the access-,.. 
i bil iti of the new and al so c08cerni ng the stHus of t~e 01 d.· It i s 

upon those two matters that Eliot chooses ta dwell at length in the 

poet~y that~.follows ~"Burnt Norton~. 1. The garden ~scen.e 'was infinitely 
# .... --\ f, 

..' -............' " attractive, a taste a beatitude 0 ich he desÏfes more. How can he 

get it?, The poem is first of al1 a movement towards' that condition. 

It ;s also a re-examination of the old ;n the light of the newexperience 

... and a slow and sometimes difficult re--eval uation of all around .him. The 
\. "{ l ,f • 

mo~ement and reassessment will' be the subjects of the succeeding sections. 
)1 " ,,-

" 

... \ 
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The Condition of S1mplicity 

William James has examined,the varieties of religious exper-

ience in an attempt ta find their common fedtures. Two of the 
t> 

characteristics of what he call s the "state of assurance" are these: 

" ,Th1é central -one ;s the loss of a11 worry, the 
sense that all i,s ultimately wel1 with one, the 
peace, the hannoi1Y, the willingness ta~e, even 
though' the outer conditions should remain the 
same. The certa i nt y 'of God 1 s "grace, Il , of 
"justification," "sa l va tion," 1S an objective 
belief that usually accompanies the change in 
Christians; but this may be entirely lacking .... 
The second feature is the sense of pérceiving 
truths not known 'before. The mysteries of life 
become luciq ... and often, nay usuglly, the 
solution ;s'more or less unutterable in words. 4 

, 
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If Four Quartets beg~ns wi,th a rel igious experience, the pe'~sonal~s s~ate 

. of assurance'should exhibit a "loss of all worry" and a perception of 
(\ 

"truths not known before. Il According ta James, thog'e factr;rs do not . 
make thé poem or the experience Chri~tian. Therefore it will be 

pecessary after investigating for ,the presence of those two character-
" 

;stics in the poem to check for accompanying Christian features. These 

three steps will be covered in this section. 

Peace 
~ 

The personals worry while still in the "o1d man" con,dition 

of the first paragraph is the unredeemability of time. The past is , 
" 

closed 'and unal~erable, the pre.6ent imperfect since built on ,the 

mistakes of the past, "and the future is bound to be similarly determined . 
... .. 

J These facts he can live with, but tbey fill him with constant though J , 

mi~d discontent. 

" 
Section II of "Burnt Norton" shows the persona immediâtely 

" 1 

" p 

" 

\. 



. \ . 

e 

tfter the garden exp~rience. There are no indications of physica~ 
. 

changes in his condition or surroundings that might lead ta a ~ .. 
r 

change. attit~de. Even clearer thal1 before is the clash of opp'osites 

in both microcosm ,ifnd macrocosm., Everything is in flux. And yet 
, ~ 

his attitude has changed completely. The last three lines of the 
. 

lyric sum up this change of heart in the midst of unaltered motion: 
. / . 

.. . The boarhound and the boar 
Pursue their pattern as before 
But reconciled among the stars. ("Burnt Norton" II) 

The, persona ;5 Gonv;nced that in the midst of change ;s order. There 

is .... a still point around whtch al1 revolves .. That changes the apparent 

flux into pattern~ He uses ~he image 'of the dance va explain it. ~ 

dance is motton patterned by design. ~e. is con~;nceld, then, of under-

lying harmony, and all his actions in the following sections ~e based 
, , \ ' ' 

on that assurance. He can, fol" e~ample, "risk" a descent lnto darkness 

in arder ta gain, the l ight and do it without ,real risk for it ;s aTl 

action--or passive response--made in confidence that all i5 ultimate1y 
. 

wel1 with him. In his attempt to describe the condition he uses the 

word lire 1 ease Il. , . 

The,;nner freedom from the practical desire, 
l~)e releas~ from ~ction and suffering., release 

from the i nner ."t" 
And the outer compulsion, yet surrounded 
8y a grace of sense, a white light still and 

moving. (':Burnt Norton" II) 
l " 

"East Coker" i s a descent i nto darkness for reasons ~hat wi 11 

arise" in the Jollowlng sub-section. The persona's sense of asst1fiance 
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r-- does not desert h~m thOU9h he .does find himself facinq a great number 
" " .. ) of di scouragtng facts. The keenness of the oppression he knôws yet 

. 
thetat of the does not know is evident in lines of the first section's 

~ ~ .-
• f' 

.. ~\\ . \ l, 



.. 
\ 

,;" 

r ~---

----- ---_ .... -----_ ......... -
middle paragraph, which ends i,n--

.. ~Feet rtsing and fal1ing. 
Eating and drinking. Dung and death. 

, 

Unlike the,"lyric movement of .'Burnt Nort.' II; the "East Coker" lyric 
1\ , 

daes not end in recon<;j;Hation but in destruction. "East Coker" III 

considers death and, worse sti 11, empty 1 ives that end in "Nobody' s 
~ 

fune{a 1, for there i s no ~ne to bury." Even in the face of empt i ness 

hi~ Hloss of worry" has not become unsettl ed: ~ 

1 said ta my soul, be still, and wait without hope 
For hope would be hope for the wrong thing; wait 

without love ." , .' 
For love would be love of the wrong ~hinQ; there 

is yet faith " , ' 
But the faith and the lave and the hape are all 

in the waiting. 

It shOuld be noted how the grammatical structure alte'rs with "faith" 

and reaff}irms it. The perso,na is still in Hie state O.f a~urahce. 

Moreaver, the lines immediately following'tne abave quotation affer .. 
strong reassurance. It 1s an ~cho of the garden ecstasy that "shows 

itself ta be--

~ 
Truth 

Not lost, but requiring, painting ta the agony 
Of death and birth. ("East Ca~er" III) , 

Why should the 9tstasy be "requiring"? 'Why w~ld a man with 
l , ~ l 

the "wil1ingness to be" risk Iris complacency by descendin9 inta the ~. 
, .,J 

1 -negative way? This bri,ngs us t&a discussion of James' second point: 

perception of truths not known before. , '. 

. , 
"Burnt Norton" aefines the truths that are known through 

rel igious experü/nce: 

• .r 

'. 
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... Both a new world 
And the old made explicit, understood 

, ln the completion of its partial ecstasy, 
The resolution of its partial horror. 

(IIBurnt, Norton Il 1 I) 
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The passage mentions the partia'l or incomplete nQture of t~e lIo1d 'man's'" 
,,' " 

viewpoînt, but it 

plete also. 'When 

should be stréssed 'bhat:-' the new knowledge is incom-
" ", +. 

he attempts to d~fine his knowledge for himself sôon 

after the exprrience he ~s at a 10s5 for w~:dS: 

1 can onloy say" there XIe have I;)~en: but I,., 
cannot say where. , 

And 1 cannat say, how long, for that ts to 
place it in time. C'Burnt Norton" II)~ 

1 
It ls <}s i ( . ..ne ha'-s see~n a great truth in the middle of the' night\ but 

on awakening in the morning the detai1 is gone~ Very little more.than 
<. 

thi assurance that th~re;;;s a ft'uth remains._ 

The hiddenness of the knowledge is a result of humah' nature 

and is not 

1'{ 1 

1 

a ltoge!her a, bad' th; ng: 

... The·e~~hainment of pa~t and- future 
Woven ;n 't.he weakness of the changing bOQy, 
Protects mankind from heaven and damnation 
Which fl~sh cannot·~ndure. ~ 

Time past and time future ' 
Al]ow but'litt1e consciousness. ("Btrnt Norton" LI") ,.. 

t 

1 
His first stirrings of consciousness, howdver, have brought 

a ,great hunger for more. It 1s th.is that leads h~m ta. take risks 
• III .-

with the assurance he .has. Though he cannot surpass the l imits of 
• 

his pers9na1 huma.n 'sensitivity he longs, for a greater clarity in '\he' 

~ruth of which he is now Aware. It;s by'a return td the experience 

that he will gain this clarity, and he knows that ta gain consciousness . , 

he must, operate w;~hin ~me despi'te the timeless'ness of his goal: 

'\ 1 

,) 

( 

" 

. , 

" 
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To be consci~s is not to be in time 
Bùt only in tlme can the moment in the 

rose-garden, 
The moment in the arbour where the raih beat, 
The moment in the draughty church at s~kefall 
Be rrmembered; invol~ed with past and future. 
Only through time time is conquered. ("Burnt 

Norton" II) 

\f' 

He will therefore welcome darkness sa that he may live closer to the 

experience he has had. 

The rest of the poem shows him taking a new stance towards 

what he calls "time" or the "old,world.", He dQes SO, in order to make 

it and the Ilnew world" more explicit: 

We must be still and still moving 
Into another intensity 
For a further union, a deeper cOlTll1union 
Through the dark cold and the empty desolation. 

(" East Coker" V) , 

Sprinkled throJghout the poem are recollections or perhaps 

re-experiences of the rose-garden event. !hey are hints and gue~ses 

leading him to greater perception of the truths he knew in the garden' 

but cannot quite igentify: 

We had the experience but missed the m~aning, 
And approach to the m'e-aning restores thé 

.experi ence 
In a different form, beyond any meaning 
We can ass i gn to happi ness. ("The Dry Sa l vages" II) 

, 
He realizes by the end of "East Coker" that what he knows 

i~ not a single event standing by itself'but an eternal moment that 

take~ up into .itself all Of time, including a man's "before" of 

youthfur frol1c an~ his "after" orquiet recreation: 

... Not the' intense moment 
Isolated, with no before and after, 
But a lifetime burning in'every moment 

,-
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And not the 1 ifetime of one man only 
But of old stones that cannot be dflciphered. 
There ;5 a time for the even;ng under star-

li ght, 
A time for the evening under lamplight. 

(" East Coker" V) 

By the end of "The Dry Sa l vages Il he has found the limits of hi s own 

sens i tivity: 

... To apprehend 1. 

The point of intersection of the timeless 
With time, is an occupation for the saint .... 
For most of us, ther~ is only the unattended 
Moment, the moment in and out of time, 
The distraction fit, lost in a shaft of 

sunl ight, 
The wild thyme unseen, or the winter lightning 
Or the waterfall, or music heard so deeply " 
That it 1s 'not heard at a11, but you are the 

music 
While the music lasts. These are only' hints 

and gues ses , . ' 
Hints followed by guesses; and the rest 
Is. prayer~ observance, discipline, thought 

and action .. ("The Ory Salvages ll V) 
\ 

• 

By the end of ilL ittle Gidding" the perceived truth the re1igious e.xper­

ience has brought -him has not been very wèll defined in terms that are 
, , 

linguisticallyanalysable. Never in the poem daes he list and itemize 

his knowleage. Neve~heless the last quartet presents throughout 

its total length an assurance and contentment that comes from satis-
. 

faction. There can be no mistaking the mood. Yet at the sarne time 

he specifically i~dicates that fulfilment is still in the' future 

. tense, for he says: 

We sha1.1 not cease from exploration 
And the end of a11 our explorfng 
Will be ta arrive where we started 
And know the place fOr the first time. 

(lI~ttle tlidding" V) 

- -
Def1nable truth 1s sti11 ln the future. For now it 1s more 
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or less hints and guesses, though well enough known to produce calm 

certitude that "all is ultimately well" with him and that all things 
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are unified in liA condition of complete simplicity" ("Little Gidding" V). 

Moreover; the truth ;s irrevocab1y Hnked with two things: the rose-

garden experience, and Christianity. 

Cbristianity .. 
The poem displays a 10ss of all worry and a perception of 

truths not known before, but are there accompanying Christian features? 

When "Burnt Norton" stood alone in 1936 at the end of Eliot's collected 

poems, it did not seem overtly Christian. It lacked the usual Christian 

vocabulary. Since the persona ,-s rel igioùs experience ;s ;n "Burnt 

Norton," a case coul d be made for the rose-garden event not bel ng 

distinctively Christian. Subsequent quartets became more and more 

expl;c;t in their vocabulary and theology, but it cculd be argued 

still that the "state of assurance,1I as James called it, only developed 

into a distinc~ly Christian experience in the light of the tradition 

the persona turned to in his attempts to come to terms with what had 

happened. If Christianity were an appendix explaining the experience 

rather than an inherent part of the experience ~ se, it would be 

natural to find fn the poem, as Richard Lea does, IIl ess .christianity" 

than there had been in Murder in the Cathedral: 

Is it possible that the level reached here 1s 
beyond Christianity? A non-Christian mystic 
can feel just as much at home here as a 
Christian. 5 

William James certainly feels that the attributes of the experience 

itself are denominatidnally neutral. The experienc~ can exist without 

distinctively Christian features though they may also acc~mpany it. 

/ J 
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"The Dry Salvages" presumably de~cribes events quite some time 

after the rose-garden0d it may not be a'trustworthy measure of the 

earlier period. Th~ the persan does deny that his experience can 
• 

be explained in non-sacramental terms. His "moments of happiness" are: 

... Not the sense of well-being, 
Fruition, ·fulfilment, security or affection, 
Or even a very good~dinner, but the sudden 

illumination. ("1 he Dry Salvages ll II) 

Later still he speaks of what the' "sudden il rumination" i s: 

The hint half guessed, the gift half understood, 
is Incarnation. 

Here the impossible union 
Of spheres of existence is actual. ("The Dry 

Salvages" V) 

IIBurnt Norton ll does not tell very much about what rel igious 

experiences are. The second section calls them a "grace" from outside, 

and towards the end of the quartet they are vaguely l inked to "The 
..... 

Word in the desert," an obvious reference to Christ's fort y days of 

temptation in the wilderness. Perhaps the connection between the 

experience and the temptation scene i5 the same as between the experi-

ence and the t'figure of the ten stairs. Il A source of assurance may 

have been necessary for Jesus and for St. John of the Cross as he 

faced the negative way in hopes of being drawn to Love, the Unmoved 

Mover. 

God. 

IIEast Coker" speaks of fool ish old men fe.aring to belong to 

Then the persona adds, 

The only wisdom we can hope ta acquire 
Is the wisdom of humility: humility is endless. 

("East Coker" II) 

Those 1; nes, comi ng between t'lia uses of the word "God," must be taken" 
" 

as sacramental. Then in Section III cornes the "faith, hope, and love" 

.. 
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passage already quoted, an unmistakable reference to 1 Corinthians. 

Then thé persona quotes a passage from St. John of the Cross, again 

describing the negative way. The tradition the person has in mind is . 

becoming more and more closely defined. The lyric fourth section 

introduces a version of atonement. The Great Physician with "dripping 

blood" and "bloody flesh" can be no\ other than Jesus Christ. Before 

the poem is ha1f over there can be no doubt about the poem1s Christian 

roots. 

None of these quotations. proves the rose-gar,den event to be 

distinctly Christian. It 1s the initiating experience, and though it 

is open to debate whether it is Christian or pre-Christian al1 subse­

quent "hints and guesses" are considered by the p~rsona ta be sought 
\ 

_____ f&r- -and found wl thTÎ1--TheChri st farï--c-omxt~ 

The fact that no necessary connection (whether lagical impli-
, 

cation or temporal succession) can be instanced in thé poem to link 

the rose-garden scene itself with Christ or the Holy Spirit should hot 

surprise the critic. It must be remembered that a11 four quartets 

came after Eliot's evangelical methods hatl adopted the technique of 

indirection. If in The Family Reunion secular dress was a means of 
t' 

. Il keeping the audience unaware while they were receiving a partisan 
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inoculation, perhaps in Four Quartets the Christian aspects are suppressed 
• 

during the early pages as part of a flanking movement. Certainly in 

"the light of the Christian viewpoint the rose-gard~n is full of .. 
Christian innuendo. The bird stands for the Holy Spt-rit, the first 

world Eden, the water in the pool the water of life, and the unseen 

eyebeam God himself walking in the garden. 



( 

A11 Manner of Things Shal1 Be Well 

James has stated yet a third characteristic of the state of 

assurance: 

The third p~culiarity of the assurance state 
;5 the objective change which the world Often 
appears ta undergo. "An appearance of newness 
beautifies every object."6 . 

t, 

There are three parts of the world that need investigation in thi~' 

section: t;me and· history, society, and nature. All three have 

previously suffered at Eliot l s hand. Does the aftermath of re1igious 
t, 

experience show a change in hi5 attitude? 

History ,and Tim~ 

Four Quartets is a long and complex piece. Most studies have 

worked theirway into the poem by concentrating on sorne single them~ or 
. 

technique. A few important points may be overlooked in the process, 
" 

but it offers a means of organizing a vast store of impressions. Ohe 
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of the most commonly used themes in attackin~ the poem is' the relations c' 

between time and timelessness, history and eternity. The poe~ ha$ a 

great deal to sayon the subject. For this thesis, which has taken 't> 

religious experience as its way into the poem, the theme is important 

not only for its own sake but also because it illustrates James' tbird 

peculiarity of the state of assurance. 

Eliot had been interested in nistory eve~ in his earliest 
• works. In 1920 he wrote: 

By 105in9 tr;dition,we 10se our hold on 
the present. 

Even as far back as IIThe Love Song of J. Alfred Prufrock ll (1911). he 

was alluding frequent1y. Allusion performs many functions, but one 



\ 

is that it brings ta mind an earlier age and ~ts it side by.side,with 

a new context. The quotation when used in that manner will call ta . 
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mind the connection between time past and time present, a continuation, ," ! 
that technology s9 often hides from view. The allusion also contrasts 

the past ~nd present, usually ta the detriment/of the latter. It must 

not be ~~sumed from that, though, that Eliot 'holds the historie past 

in high honour. To begin with, it is seldom the real past that he 

uses,' but rather a l iterary construct out of past ~ges which hi s own 

mind has eonverted into an ideal. In the second place, 'here are 

t)mes when the past fares no better than the present irlt~e comparison. 

In the third place allusion to the past is usually more a matter of 

verbal economy than honouring dead masters. It is the sour aptness 

that cornes aeros~ rather than high standards. .', 

The first paragraph of "Burnt Norton" shows a similar distrust 

of time and history. The persona is unlike the early Eliot in his 

philosophie attitude and complete lack'of biting wit. There is no 

doubt, though, that 'he is painti'ng a bleak pictuTe. Past mistakes 

have shaped the present, which in its turn will become a misshapen 
,;r.) 

future. There is no redemption ,.~ this process except in the 

realm of idle speculation. 

The personals thoughts after leaving the garden are that 

time, as opposed to the eternity he has touched, allows but little 

consciousness. If that is a "protect~on" as IIBurnt Norton ll II says, 

i t i s al so an "encha i nment. Il Yet the temporal rea 1 mis where the 

{ struggl e to ri se above time must be made. Further thought brings the 

image of IIthe still point of-the turn1ng world ll ("Burnt Norton" IV) 

/ 
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and the convictlon that though time has buried the day, the point or 

the light ;s still there. By musical and verbal· analogies) he explains 

to himself his new view of the relation of time and eternity. In 

sorne way that excells memory and meaning, "All is always now." 
"'--
IIBurnt Norton" ends with the l;nes: 

Ridiculous the wdste sad time 
Stretching before and after. 

How that is te be interpreted ;s a problem. There is condescension 

as if the spaces of time betweé'n rel igious experiences do not really 

matter. That;s hardly the sweet attitude towards the world one 

might w;sh te see flowing from religious experience. But it is also 

nct the bitter .attitude towards time one might have expected from an 

earlier Eliot. Instead the persona is talking of time as he w()uld a 

well-loved deg too stupid to master the art of rolling over. 

"East Coker" considers generation and decay, the cycle of 

time. Eliot quotes one of his own ancestors, Sir Thomas Elyot, and 

invokes the idea of natural man. In hypnotic metres he draws the 

'reader into looking at man IIkee~ing time,1I either in the rhythm of 

the dance or the living of t~easons. But by himself man ;5 nothing 

and the scene decays into "Dung and d'eath." Time cannot be kept. It 

inevitably points to another day. Therefore temporal knowledge, the 

wisdom of old men, is of no avail, and each man is left in the po~~ 

ition of rediscovering what has been gained and lost times without 

number. As the closing section says, life under the sway of time i~ 

an endless IIfight to recover what has been lost." 
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Again that is hardly the "a~arance of newness that beautifies" 
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everytHing. It is a picture of hard labour. Yet even here there is 

no bitterness against time and the imperfections of history. 

1 

The c10sing section of IIEast Coker" .begins a rehabil itation 

of the persona 1 s att ttudes. ~ ThOUgt.:~me conJs to cover man 1 s 

discoveries it ;5--

." .. Perhaps neither 9ain nor 10ss. 
For us, there ;5 only the trying. The 

rest i5 not our business. 

The sentiment may S€em negative, but his t~ne is pensive rather than 

discouraged. He continues this thought by saying: 

. Love is most nearly itself 
When here and now cease to matter. 

This very much resembles th'é denigration of time and nature and society 

found';n the Ash-Wednesday period. 

"The Dry Sa 1 vages Il goes a 10n9 way towa rds res tori n9 the 
. 

worth of time. The first section presents images of ri~er and sea 

wh-ich are meant to show that the God who 1I1s and was fram the begin-

ning" is in time. The second section -places personal hope in the 

prayer of the one Annunciation: 

Behold l am "the handmaid of the Lord; 8 
let it be to me according ta your word. 

{ al Then towards the end of the quartet ~here i s thrown in wi th a crash , 
. 

... the one word, Incarnation. Incarnation i5 the moment in time when 

eternity enters. By it, as the poem declares, the impossible is made ~ 

actual, and past and future are conquered and reconcilêd. Then even 

'n death there is no despair, for-our bodies will nouri$h "the life 

of significant soil." 

j 
1 
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"Little Gidding" has much to sayon the acceptance of" time, 

, but it ;s only necessary to point out that from beginning to end the 

quartet pïctures history as beautiful. The first section ends with 

the words, 

... The intersectio of the timeless moment 
~s Eng 1 and and now ere. Never and a 1 ways. 

If those words tend to stress tha no one particular place or time 
» 

is excluded from the intersection, these words from the final section 
, 

stress the necessity' of having a place and moment: 

... A people without h;stdry 
Is not redeemed from time, for history is 

a pattern " 
Of timeless moments. So, while the light 

fail s 
On a winterts qfternoon, in a secluded chapel 

. History is now and England. 

Time and history, in the lig~t of the religious experience and the 

re-examination and redirection that follow, have taken on a strong 

and vibrant newness. 

1 Society 

. 

Eliot's attitude to society, or at least his persona's 

attitude, undergoes changes resembling those of the previous section. 

If sorne dissatisfaction remains ;t ;s because there is no interpersonal 

contact. Society is respected from a distance, but people in ones and 

twos are avoided. In this seetion the greater space will be given to 

the positivé changes in order to show that the garden scene has had 

influence. But first a few lines should be used to il1ustrate 1s01a-. 
tion of the personal level. 

The whole of Four Quartets is written in a style that more 
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resembles meditation than communication. That builds a bias towards 

isolation. The passage of the poem that most resem~les dialogue is 
'. 

the air-raid scene in "Little Gidding l1 II, and even there there is a 

sense of isolation. The passage, like the rest of the poem, completely 

lacks the sense of touch. Bath the persona and the IIfirst-met stranger ll 

• 
are 'wrapped in an aura of reserve. When commanded to speak, the 

~'$ 
~ ë ~t 

stranger is "not eager ll to do so, His reasons for rèserve are these: 

... La~t season's f~t is eaten 
And the fullfed beast shall k-ick the empty 

pail. ( 
For last year's words belong ta last ye~r's 

language 
And next year's words await another voice. 

He seems to mean that because of constant change in people men can 

never know'each other. They have changed since their.parting and 

must meet as strangers. One treats them as they were, but that J~.' , 

social convention.~ "The Dry Salvages" III makes the same statement 

in different words: . 
'-

... rime 15 no healer: the patient 1s no 
longer Bre. When the t in starts ... 

You are not the same people who left that 
station, 

Or who wil _(arrive at any terminus .... 
"Fare forwat'd," you who think that you are 

voyaging; . 
YQu are not those who saw the harbour 
Receding, or 'those who will disembark. 

There is just one other place in Four quartets where a person 

~ to person encounter may be implied. That fs the garden scene where 

'''we" enter. If, as sorne critics argue, th1s is an allusion to a love 
1 

(il:> 

occasion in Eliot's youth, it 1$ a lost opportun'1ty and shows no real 

cOlT1Tlun i ca tian. .,' - ,. 
,,' 

, 



. e Usua11y the persona's relations are with people in genera1 . 

!!.East Coker" shows genera1 '!lan in a primitive festiv,a1, and the 

persona warns that we must not approach too close. The subway scene 

,in "Burnt Norton" III sees men in the mass, and again there is no 

relation. They are no better than bits of paper 'whir1ed by the cold 

wind, and instead of meeting them the persona decides to-­

DescenP lower, descend only 
Into thll world of perpetual ~01 )tude ... 

"The Dry Salvages" II h~s a 'passage that may be a beginning 

of fellow-feeling, though it falls far short of communion. The 

persona thinks of a cargo of dead negroes and is reminded ûf Adam's 

sin. Or he gains a sense of his own ~ostness, in viewing the(i' fishermen 

forever bail ing." The lyric' fourth section takes up the fishermen again 

and prays for "them": a characteristic and rev~aling third person 
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One r~ason for the shyness the character shows towards society 

may be disgust at its imperfections. Ooes sanctificatiûn entai1 with-

drawal from society? There is m~h in Four Quartets that w6uld seem 

to "say tha t. 
1 

" , 
"Surnt NQrton" describ.~s society as a "pl ace of disaffection," 

'\) ~.~ 

a world turrril'lg 'in "appetency. Il In "East Coker" its ,vanity is illustrated 

by the f;el.d-~oust;, ~rotting across the sad remains of, man 1 s monuments . 
., '" 

_ ' ~,~ Thi.,thi.rd section goes down ,the social register and then declares 
q , 

'societYa "çold" dead.",.J,nd wftltout "motive of action. Il :'The Dry Salvages" 
'" 

has· 1ts "i,cture Tof anxfous worried women trying te piece tegether a 
" 1 .. 

past wh-ich 1s "all decept1on" and a"future which 1s 'llfutureless." ", .. .. 
,~ 
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1 • There ~re, howeve~, qu~lities 'shown~n the latter hal.f of the 

poem that would seem to indicate society is not beyond redemption. The 

end of IIEast Coker" concedes the worth of even·i.ng ~et-togeth~rs over 

- the photograph album. Moreover; as the pageS pass the physical and . . 
metaphysical are more and more see~'together. For example, the work 

of the fisherman in "s'ociety is meaningless until it is seen in the 

light of Annunciation. 

The two worlds coming together in "Little Gidding ll II are 
f • ~ 
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society and purgatory. That 1mplies not a damned society but one which, 
. ~ 

if -it will accept the fire like Arnaut Daniel, can be purified. The 
'/' 

concluding sections of the poem draw the conclusions purification • 
"0 

i-mplieS-.: .even though historically factioned and composed of incoli-

patib'le ideas and people, society will still be unitedl'Î(I!1O a, single 

party. Then, as with history, 

~ .. All shall be well and 
All manner of things shall be well .. -

("Little Gidding" III) 

Smidt's conclusions are these: 

There ci s, then, a deve 1 opment in El i ot ~ s 
poetry, as in his pPOse, from individualism 
by way of Christianity ta a search for social 
unit y and a~ acceptance of social obligations. 
But from aA Arreligious point of view he " 
poss'ibly appears to be as' individual istic as 
ever. He tends td make.Christianity a re11~ 
gion of spiritual discipli~e, and the social 

,) benefits whi ch accrue from perfect i ng the \ 
indiv1dual in a life of disciplined devotion 9 
would obviously be doubted by the irreligious. 

" 
" 

":.. 

Such comments are' hard ta fault. The poem's quest for meaning in its 

e,arliest stages was away from society. 'The è'nd, though, 1s an accept-
l-ance of society and its obligations. But with'Eliot'~ inh1bi~ions and 

. , 
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isolation his social conclusions may seem more a matter of i~ention 

than concrete re~l;ty. The state of assurance has led to a new vision 

of sociéty though one not yet actual,ized in the'persona's dai1y living. 
"/ 

Nature 

When one stands back and ~lOng, hard look at the poem, 

he must admit there is still much evidence of an imperfect world~ 

There are still the various natural symbols of sterility that were in 
... 

The Waste land and still the. reaching for the supranatural that was 

apparent in Ash-Wednesday . 
• 

We have already noted Rajan's remark that Eliot has made 

philosophie terms more solid than objects. The rose-garden scene is 

somehow unreal, and the subsequent lyriC~rse. When we come to the 

,"still point" passage, which Rajan calls "the most ,cOflcrete thing the 

poetry has ~produced,,,lOthe persona tells us the point 1s net of th1,s 

worYd. 

A number of innuendoes imply that material th1ngs are evil 

---- or -a-t--least- inJerior. Garlic and sapphires "clot" movement 1n' the 

wheel. ,Compared with the freedom of the mystic moment iS the physical-­

Enchainment of past and future 
Woven in the weakness of the chang1ng 

body. ("Burnt Norton Il r 1) 
. 

~ The ~ext section sees the hero declaring that the world moves 1n 

"appetehcy" and then abandon1ng the world for the negative wa~. 

-
IiEast Coker" presents much the same picture. It confirms 

v ' 
o -, _ 

:that the negative way 1s à way through disgust with the world to vacancy. 

Nature is seen in the rustic dance, at first as enchanting, late~ as 

f, 
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dung and dea~h .. Section III offel"s various ima.ges of the world., but all 

are trans,itory: the world 1s like stage scenE!ry being rolled away; or 

like the nothingness of stopped conversation on a train. 

"The Dry Salvages" also speaks of bondage, and "Little Gidding" • 
1 

tells us that to find midwinter spring we--

.. ,Ha ve to put off 
Sense and notion. ("Little Gipding" I) 

, 
The first-met stranger speaks of lIexpiring sense" and I.ltastelessnéss. Il 

All those and man·y other passages could be used as evidence 

that the persona of Four Qùartets considers the world a poor place. 

But before concluding that his state of assurance has left nature 

i -

untouched it is wise to look at further èvidence. ) 

In the first place. there are indications -that it is no~' 
always the world in itself that is disliked but the so~ial world wh~n 

it is without God. And it ha~ already been shown that the persona 
" 

considers society recoverabl~. 

In the second place, there are indication's that at least 

some of the denigration is not disgust wlth nature but nature used 

to reflect s~lf-chastisement over sin. 

Thirdly, ryature has been given many positi~e aspects in the 

poem. If one points out tha<t "East Gaker" II sees nature, the seasons, 

and the stars' all pointing to a final distruction, he must remember 

also that "Burnt Norton" III has a /inal 'econciliation among the stars~:'­
If the field-mduse trotting through the ruins shows reversion, it is . 

also the kingfisher's wing that answers light to light and reveals 

( 
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the numjnous. In fact, wherever there ;s a numinal moment there is a 

connect~on with nature. 

, It must be admitted that many of the natural symbol.s in Four 
1'1 

Quartets are no longer natural when they carry the supranatural. That 

1s true of the b;rd ;n the garden, the garden ;tself, and also midwinter 

spriQg. At the touch of the supranatural nature tends ta become 

phantasmagorical. 

The truth of the matter prabably 1s ;~t the persona at the 

start of the poem had a tendency ta despise and reject the world. But 

in this area also the paem shows development. There is a decreasing 

number of ~s agai nst nature through the pages. "Burnt Norton" has 
-J' 

many t "East Coker" qui te a few. Thereafter the worl d takes on more and 

more positive ~ualities until in the end the fire and the rose are one. 

Gardner says of "The Dry Salvages", 

For th~'first time in the ~uartets, the 
naturaT imagery is used bo aly ana 
beautiful,l.y, and, as ~t were, fo,r Hs 

°own sake. 1 1 

There are still ;nd;cations~that Eliot's opinions about nature 

are not all that they should be, but there is enough change from begin-

, J\. ,n i ng t~ end ta 1 e:d one ta i nf~~ences li bout a, strong cause. The c .. ~se 
\ is his experi~nce. Because of it history, society, and nature--all . , - \ 

, '. 

- . manner" of. things--shal1,' be made wel r. 
,., t , 

. . 
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CHAPTER XIII 

SOCIAL INTEGRATION 

Indirection (1945-54) 

The previous chapters have traced the evolution of Eliot ' s' 

thought from the establishment of belief on through the implications of 

~. ' commitment. f\sh-!l~_cLnesda'y' brought i ts persona from wi lful ness to humil ity 

and peace, but moved him in total isolation from his peers and looked 

askance at nature. E~ot's quarrel with nature seemed mended by 1933 when 

he began to write his l'Landscapes,1I thQOgh flickers of unease continued 

Q 

through "Burnt Norton" (l936) and "East Cokèr" (1940). However, "The Dry 

~alvages" (1941) produced beautiful natural imagery, "for its own sak~" as 

Gardner says; and "Little Gidding" confirmed the persona's acceptance of ., 
nature u~der God~ 

TempGral and historical aspersions were not pronounced in Ash-' 

Wednesday, nOf""'in 'any jliece up to .. tlBurnt, ,ti6.>rton. 01 Nev;erthe..)~s~, r'1u,rder in 
i ' ~ ~ 

the Cathedraf showeti't~at Êli~t wa~ pr~duc{n~g th'c)ughts· about their redem~tion. 
.. . ... ) 

'16 '"11 ",' ~", 

If history 100ked B}ea~, f,w'l,l of the m~rders of' saints and1>oppress.ion of 
, fi ' . 

1 l '1 ~'<,l/" <' .. h 1'" \ 

godli~s 'Sy sec'u1al' power"s, there was a se.cond patt€rn pres€nt, a doubleness 
if" .. fI" I! 

_ .1._ \ "1'" .'" ( , <' " : ft.t \, 1. ç 

iO, ~e.J.s.tion by ti"ch, h~~torjt and 'tilJ1e were bought an~ paicl, for a~ grea't 
- - ~ . . '" , 

priee. FQ4r Quar.tê.~~w~s a d~pe.r ,a~d hfoader.e>SPloratiotl·~Of the s'ame 
, .... ~ 1\ r' t .. _ /1- .. -~~ \ ~ 

" ,. ~ -
prJ)~ l :m; .. The .. ~' ,t~e Pèr'~tltÏa: ~ ~p~~itl5 ; Ors' showed'/'LOmp-r~te. a,cceptancé. of hi s 

" - ~ #; 

tempora 1 and-. ~~ 5 tari ca1 bei ng. 
... *'t ... ,........ " 

" . 

.. ,B;h: the' end of Fout Quart,et~ t., th..en, fhe fragmentat ion p~ob 1 em 
!. , 

" . , ., 
1 1 • 
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Eliot had been grappling with for over thlrty years was well resolved, at 

least to his own satisfaction. But what of isolation? There is evidence 

that Eli~ did not satisfy himself v,ith any answer until his last work, 

The Elder Statesman. 

It was shown in the previous chapter that Eliot's social 

resolutions up to the end of the Second World War were not as satlsfactory 

as his temporal and natural integrations. There is evidence that Eliot at 

a very early stage belleved that soclety could be redeemed. The question 

was, by v/hat process? Both i!~de~ the Cathedral_ and Th~~~~eunio.!! 

had shown a means of producing that redemption: the self-sacrifice of the 

saint on behalf of society and all mankind. Fo~! __ ~~~tet2 produced the 

i~ea tnat society could be active as well as passive in the matter of its 

own salvation and could seek redemption in the fires of its purgatory. 

Nevertheless the persona throughout the period remalned distanced 

from society. Social integration was still lacking as Eliot began to write 

his last three plays, The Cocktail~~~ty (1949), Jhe Confidentlal iJ~!k 

(1954), and The Elder Statesman (1958). The social separation or integration 

they reveal will be the subject of this chaptef. Indirection, caste, and 

isolation will be the topies examined before movtng to any final resolution. 

,1 

Jhe Family Reunion in 1939 snowed Eliot adopting the method of J 

~ndirection in his evangel.ism. (He tried ,to dress himself in secular fleece 

to infiltrate his unsuspecting audience and put the Christian bite on them. 

T~~llgh the idea dld [lot succeed in that first contemporary play, it had not 

discouraged Eliot. He was to use the idea in succeeding plays. 

The Cocktail Party is in- the form of a comedy. The scene opens 

in a well-furnisheq drawing-room where a cocktail party is in progress. 
'. 



Immediately the audience settles in for a light evening. Indeed, the tone 

can be lnterpreted as light all the way through except for the scene where 

Celia's death is announced. The treatment-of Edward and lavinia is in 

the for~of high comedy, ana there is subtle humour ip the love quadrangle 

revealetin the psychiatrist's office. Even the doctor himself is an 

agent of comedy through his actions and choruses. All the cast, in fact, 

lead us to expect comedy. The setting adds to that conviction and to the 

audience's approbation, for lt is familiar and homey, a far cry from the 

streets of Jerusalem or Thomas' Canterbury; and the psychiatrist's office 

has an association acceptable to thelr everyday outlook on life. Tlle same 
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can be said for the family life of Edward and Lavinia, and for the information 

given about the family and social lives of a11 the cast. All is natural, 

famil iar, and real istic--up to 'a point. Fven when that point is passed, the 

audience is sufficiently settled to consider the excess a part of the comedy. 

Thus Julia, Alex, and!eill Y can:take on seemingly su~erhuman insight and ., 

still be thought of as silly, the party bore, and the uninhlbited head-shrinker. 

The audlenc@ is capable of putting off viewing the supranatural and sees only 

the,natural until Eliot is ready to wrap the net of Christianity around them. 

Professor Wimsatt accuses Eliot of being unnecessarily gruesome in 
l 

presenting the id;a of Cel(fa)being crucified near an ant:hill. His accusation 
, \ 

rests upon the, fo~ El/ot~'-i lse.premise that the play was meant ta be a 

comedy of manners throughout. Comedy in The Cocktail Party is not an end in 

itself but is rather a means of keeping the audience occupi'ed while it is 

being fed large quantities of spiritual food. With the end of th~ play in 

sigHt it is possible that sorne spectators are still conscious of the natural 

/ }evel only, and Eliot is using the crucifixion sensationalism to assure 

himself that no one could rest content seeing only the cornedy. He purposely 



destroys the comedy ta enhance the play's supranatural level. Whether he 

was wise to do 50 is rather doubtfu1. . ' 

There were changes. made in the technique of indirection between 

1939 and 1949. That would be expected from a comment Eliot made shortly, 

after, Tt~~Coc~t~Jl!arty opened: 

Everyth1ng should be an experiment to the 
extent that it should not be a repetition 
of what one has done befor'e, and that it 
should give one hints on what to attempt 
and what to avoid in the future. 2 

The novelty of the 1949 play 1S the double level in the in-

direction. The playwright 15 practicing indirection on the audience, and 

the actors are uSing it as a means of evangelizing each other. All three 

Guardians wear disguises and are, in effect, little Eliots running around 

their stage world applying the method. Ta the rest of the cast Julia 
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appears to be a nosey old waman, Alex is the party bore, and Reilly 1S first 

the gin-swil1ing stranger and later the odd doctor. There are hints given . \ 

qui te earl y that the threesome are not as l nnocent as tlley appear. The.re 

is the episode with the te1egrams, Peter's description of Alex knowlng 
3 

everyone everywhere and of Jul i a: "You ne ver mi S5 anythi ng. " The oUler 

characters intuit that the Guardians are in disguise but feel that the 

undercurrents are diabolic. Three times Celia ca11s Reilly" "the Dey il ,II 

and Lavinia agrees. Edward asks, 

What lèvil left the door on the latch 
For these', doubts t6 enter? (p. 102) 

and the audience recalls that it was Reilly who arranged lavinia's return. 

Lavinia calls Julia a devi1; and Edward, hearing a noise in the kitchen, 

asks, "What the devil's that?"--only to find it is Julia. Reilly plays 

the devil's advocate, tempting Edward to forget his \;fife, and Edward's· 

reply is, "Get behind me, Satan." Moreover, Rei1~y drinks gin, the'devil's 



1-

301 

dri~·k. The audience is saon allowed behind the disguises of the Gyardians 

and spends the rest of tf{i playon the "inside" of the situation. It 

laughs aÇthe v~rious character:-s being manipulated by the GuarQians wh~le 

a11 the time the audien'le is being mani~ulated by the playwri,ght 'in a 

s;milar manner. 

" Is indirection a valid tool for a Christian rll"iter1 It doe$ 
~ 

involve deception. There are a number of places in the Bible rJhere 
4 • 

deception ;s used to gain desired ends. In l Samuel 27, Da4'id, a refugefi 

in Phi l istia, deceived his patron, kinq Achish. He pretended to-- attéj,ck 

Israel while all the time raid,ng Achish's allies. The spoil?, he presented 

to the king: 

And Achish trusted David, thinking, "He has 
made himself utterly abhorred by his people 
Israel; therefore he shall be my servant 
a lways. Il 

There are a large numbe'r of deception staries in the Old Testament, but 

sorne in the New also. Jesus h~ met threatening opposition in Judea 

and retreated to the safety of Galilee. But a religious feast was approach-

ing and hjs brothers urged him to go up to Jerusalem in Judea: 

" ... For no man works in secret if he seeks ta be 
known openly ... ,11 Jesus said to them, " ... Ga 
up to the fea s t yourse l ves; 1 am not gai ng up 
ta the feast, for my time has not yet Jully come." 
50 saying, he remained in Galilee. 'But after his 
brothers had gone up to the feast, then he al $0 

went up, not publicly but in private. 
(John 7:4-10. RSV) 

.. 

The argument seems ~o be that when the purpose can be defined 

as'" godly the end justifies the means. Particularly when the godly side is 

weaker deception is justifiable. The Scottish reformers used that kind of 

- reasoning against the pope and the English ki.ngs, and the English Puritans 

used it as they removed the h,eàd of Charles 1 and sent James II p,acking. 
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To a man of catho~ic ana royalist leanlngs like tllot, hlstory should have 

ma~ him doubtful. The justification- of lndirection implies the arrogant 

assumptlon of standing with the angels and the doubtful moral judgment 

that right ends meke means right. 

c. 

Indirection is questionable for a second reason. It" is obvious 

to the audience that the Guardiarfs are leading the other charactêrs by 

the nose. Those characters are belittled in the proces·s. They seem sub-

human because they are used and are not allowed to exercise free choice. 
~ 

A mature observer will see that the.playwrlght is doing the same thing to 

the audience and, even should it be skilfully handJed (which it is not), 

that observer would resent being treated in such a manner. A writer cannot 

afford to slight his audience. 

Eliot may have had doubts about the effectiveness or else about 

the intrinsiç worth of his technlque, for in The Confidential Clerk it is 

far less promlnent. In the first place, the Christlan "moral" dÇ>es not 

compel hi~ to destroy the comedy the way ne had flve years previously. In 

the second place, the play'does not demand a Christian interpretatlOn with 

the power one would expect of indirection. Whether the se two modifications 

affect the evangellstic qualities adversely is another question. 

The characters are still using devious means on each other. The 

conscious Christian, Eggerson, goes along with Sir Claude's dece~tions but 0 
41, 

does not initiate the indirection. The end of the play brings all deceptions 

lnto the open and, i.t could be said, punishes the deceivers. That i,. a 

great change from The Cocktail Party where the Chamberlaynes~~victims of 

deception, moved i~to the future as deceivers. " ... 
• 
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Caste (1945-54) 

~Chapter XI began a discussion of caste in Eliot's later work. 

The matter did not arise in Four Quartets except to one reference to saints 

on the one hand and "most of us", on the other. There, whatever E1iot's 

opinions of saint1y dutles might be, he was p1acing himse1f in the other 

category. The three-fold division of cl1aracters into sensitive, semi-

sensitive, and insensitive disappeared after The~~mil~eunjon, and The 

Cockta~~artJ_ fol1ows f_~ur_~uartets into a division between saints and 

"mostofus." 

Celia is on the highest plane of sensltivlty. 
r 

She i s ~)OU9ht 
to the pOlnt of awareness of lsolation and sin through the crash of 11er 

hopes and she is brought to full consciousness throuqh the guidance of 

the Guardians. Eliot does little more than in !~FamilJ __ R~unio~ to describe 

the path of sainthood. A few facts are offered: a nursing order, a very 

austere 'one, in Kinkanja wlth a handfu1 of natives, where she i s crucified 

near an ant-hill. But the rea1 facts are hidden: 

... Such experience can only be hinted at 
In myths and images. To speak about it 
We ta1k of darkness, 1abyrinths, Minotaur terrors. 

(p. 180) 

So it had been with Harry a1so. 

The effects of sancti.ty are a second Il1(ltter. Thomas 1 death 

seemed ta have two purposes: expiatory and èxemp1ificatory. Harry set .. 
no examples, changed no minds; but did go off to~~piate his family's 

curse. Celia~s death seems to have led mainly ta guilt feelings though ". 
." . 

there is 'ndication of something more. News of her death has made the others 
. 

• ' aware of their past in a new way and, as Rei]ly says, 

.. 
.•. Only by aoteptance 
Of the past will youoalter its mean-ing. (p: 182) 

• 

It is saon after that lesson that the group disperses for their various 
• • " . 
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evangelistic assignments. 

There is still a spiritual gap between the e1ite and the commoner. 
. " 

The Guardians are semi-sensitive and possess on1y ha1f sight despite.the 

mystery that c10aks them. Ju1 ia cannot see \oJithout her gl asses, and one 

1ens 1s missing. Reilly is simi1arly afflicted if he is singing about 
" 

himself in the liane Eyed Reil1y." They talk of accepting their own 

1imi~ations and confess that they do not know--

... The process by which the human is 
Transhumanised: what "do we know 
Of the kind of sufferinq they must undergo 
On the way ta illumination? (p. 147) 

They are the Guardians who hpve taken on Agatha's job of raising others 

to' consciousness, but their shortcomings are more evident. 0 

It would seem that Edward and Lavinia are much more than the 

chorus of uncles and aunts in The Family Re~nion. Though they begin in 
. 

total unconsciousness, by the end of the play the1r ro1e seems to be that 
, 

of newly initiated Guardians. Reilly, though, has doubts about the wot?>th 
"" of their IImost-of-usll Christian semi-sensitivity. He says of the,Chamber-

1aynes, 

... Wh~t have they ta go back to? 
To the stale food mouldering in the Larder, 
The 'stale thoughts mouldering in their minds. 
Each unable to disguise his own meanness 
From himself, b~cause it is known to the other. 

(p. 145) 

Mouldy food is a long descent from the garden scene of "Burnt Norton. 1I 

Nevertheless the Chamberlaynes lack not on1y that experience but interperso~al 
, 

relations~ for Reilly sees them a5--

Perhaps with 

Two people who know they do not understand 
each other, 

Breeding chi1dren whom they do not understand 
And who will never understand them. (p. 139) 

Ç) 

both the experience in the garden and the experience of human 

\ 



1 

( 

l 
1 .. 

relationship it is not so much lack he is Gescribing as faded vision: 

... They may remember 
The vision they have had, but they cease 

ta regret i t, ,> 

~1aintain them~elves by the common, routine, 
Learn to avoid excessive expectation, 
Become tolerant of themselves an~ others, 
Giving and taking, in the usual actions 
What there is to give and take. (p. 139) 
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Reilly calls it a "good life," but the description fills no one with ecstasy . ... 

The barri ers between Celia's Jay and the other Vlay are as strong as ever. 

f 

Colby is the sensitive hero in The CQnfidential Clerk. His 
f ---------------

isolation lS little different than that of his predecessors. There are 

~ a few indications that his is imposed by circumstances rather than by his 

\ 

\ 
\ 

ca11ing. Colby's fertilization of the lives of others through his saint­

llness is left completely vague. 

The distance between semi-sensitives and .. sensltlves is greatly 

diminished in this play. The semi-sensitives afe much more aware. If 
'-

Eggerson and Colby have "secret gardens," so has Sir Claude ln his pottery. 

Sir Claude may be cornparing full and seml-sensitivity when he says, concernT 

jng the garden and the world, 

l dare say truly religious people--
l've never known any~-can find sorne unit y .... 
There are others, ; t seems' to me, who have at 

best to live' 
In two worlds--eacg ùl' kind of make-believe. 
That t s you and me. 1 ::>' 

l" ' • 

If Sir Claude is repre~entative, it jmay be that semi-sensitives are really 
, , 

\ 

sensitives who have resisted growth.! and th'ereby blighted themselves. Sir 
\ ' . 

Claude turned his back ori his pottery in favour of high finance. Hts 

situation would seern ta be Eliot's image for giving part of life to God­

and part to the world. Colby says of the idea, 

... Sornething in me 
Rebels against accepting such conditions. (p. 42) 

- -

J 

, , 
1c:J 



He will not thwart his, religious drives and wi 11 proceei to fulJ 

sensitivity even though it may mean a position as second~grade organist 
1, • 
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in a backward"parish. Compared with earlier heroes hï~ destiny is extremely 

deflated. 

ihe result of the saint's diminished destiny and the raised 
~ ~ 

status of semi-sensitivHy is that it is difficult :'0 te~l th~~ apart. 

Eggerson cou1d be either. It wou1d seem,?then, that by 1954 caste was a 
) 

", 

dying concept in Eliot. 

Isolation (1945-54J 

It would be diffic~lt ta point out one theme domina~t for al1 
~ \~A 
Eliot's work, but isolation would rank as a 1ikely choice. He attempted 

(> , 

to solve it' from time to timê, but as often he treated it as an immovable 
• 1 

object in the path of life. ~e~ocktail Part1. gives as full a picture -

of his views ori isolation as any work he attempted. It is particu1arly 

clear in its descriptions of the barriers to communication. 
1 

(' 

When "The Love Song of J. P..l fred Prufrack Il was di scussed in an 

earlier chapter, five b~rriers to commu'nication were menti.oned. Sorne seemed 

to be Prufrock's own idlosyncrasies written overly large, but a11 could 4 

apply ta everyman. 

Prufrock's indirectiQn was a defence me~hanism estab1ished ta 

avoid pain. It left him unab1e to face anybody squarely. Eliot himself 

in the contemporary plays- and even his ~haracter"s in The Cocktail Party 

,havJe a'dopted indirection as a techni~ of evangelism. It amounts to 

consciously hiding ope' s purposes and adopting devious mearls of reaching . . 
them. If the purpose does become known in the end, it js doubtful' that 

the mèthod aids communication between people. In the first place, it ke~ps 

\ 
\ 1 

\ ." \ 
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the~gent's aims and desires under wraps for a time, hardly a good means 
{ 

.. of interpersonal communication; and in the second p1ace it subjects, the .. .... -, 

agent and récipient ta the message: whether one is known by another is 

~ secondary ~ whether the message is accepted. The theological diff~culty 

here is that according to Christianity a persan is the message . . ....--
Self-image was the second barrier in Prufrack. He was both self-

" . 
/ 

conscious and afraid of ending ln a worse position. Therefore he acted . 

with cautious conservatlsm if he acted at all. His view of himself decreed . 
that he WiS not..worth knowlng, and his ,Yiew. of the world showed he was 

threatened. By 1949 Eliot had redefined the boundaries of this problem 

and l'las more interested- in \'self-deception": 

(
' My patients such as you are the self-deceivers 

Taking infinite pains, exhausting thejr energy, 
Yet never quite -successfuJ. J( p. 119)' 

Edwa~d imagines himself in love with Celia, as does lavinia with Peter. 

'. Peter imagines himself capable of renovating the theatre and believes he 
, 

has a common understanding with ·Celia. Not one is dealing with reality. l'or 
fi 

example, Celia has created an image of Edward that explains His fear of 

breaking with lavinia. Her "projection" is .that either he is avoiding the 

unpleasant, or surrendering to fat~ue, or,it is a question of vanity. But 

her im~ges are not th~ real Edward. She is deceiving herself, has a solution 

for all the projections, but can do nothing about the real thing. Wh en 
al 

nothing works she decides he must be mad: .yet another projection. 

Prufrock's indecisiveness was part of the larger problem df change . • 
If Prufrock could not make up hi~mind because he never knew it, how much 

• • tl ' 

less,can he know or be known by ~~other, especially in the light of the 

factcthat bath are~always chang!~g. By the time one's eyes are focused on 
.. 

another, he- has moved again. In Reilly's words, 

.. 

-'> '. r 0 
, \ 

1 , ,. 
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/ ... We die ta each other daily. 
What we know of other people 
Is only our memory of the moments 
During which we knew them. And they have 

changed since then. 
To pretend that they and we are the same 
1s a useful and convenient social convention 
Which must sometimes be broken. We must also 

remember 
That at every meeting we are meeting p stranger. 

(pp. 72-73) 
, 1 

The fourth barrier~is masking. 1t played a part in prufroCk\ 

when hê put on a f~ce to meet th'e other faces. 1ndi rection i s the 
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utilitarian twist Eliot has given the barri~r in The Cocktail Party~ Rèilly, 

Alex"and Julia are masked ln the presence of the other personae in order 

to carry on their work of psycho-evangelism. 

1" 

The final barrier in the 1911 poem was r01e impo~ition. This 

barrier resembles self-deception in that an image is projected on others, 

but it differs i~.that the action is imposed, so that the projection becomes 

the real înd the other person loses his independence. Prufrock's self was 

weak, and he conformed eas i ly to the demands of soci et y . In The Cockta il 

Party the only roles successfully imposed are by the Guardians. Reilly 

says of Celia, 
." 

When l first met Miss Coplestone, in this room, 
l saw the image, standing behind her chair, 
Of a Celia Coplestone whose face showed the 

astoni shment ? • ,-

Of the f;rst five minutes after a viol~nt 
death. . . . ' 

... 50 all that ~ could do 
W~s to direct her in the way of preparation. (p. 179) 

The unconsc;ous characters on several occasions attempt role imposition, __ ---

but always without success: 

Edwa rd, if l go ~ 
1 " now, 

W; 11 you assure me that e~erything is right, 
That you do not mean ta have Lavinia back 
And that you io mean to gain your freedom, 

(p. 62) And that everything is all right between us? 

0 --

1 



,. 'f the assurance though he is Edward will not give Il very grateful. Il 

These barri ers can teach several ~hings about Eliotls 1949 

opinions of personal relations. In the first place, it is Rei1ly who 
" 

309 

speaks of constant change in people as a barrier to communication. H~ is ~. 

the most authoritative persona in the play and is probably speaking for 

Eliot at that point. 

I-Tho~ relationship. 

It is a pessimistic Vlew of the possibilities of an 

V 
The tool of indi rection that El iot uses impl ies a resignation 

ta lack of cOl11Tlun;cation. Accept the situation, he seems to say, and use 

the barrier if you cano Yet that may be an oversimplification. His use 
o 

of indirection may be the result of undervaluation of personal communicatiop. 

The Guardians do seem abfe to remove their masks. At such times they are 

no longer self-assured and mysterious forces, but very unsure people in need 

of mutual support. 

If we add ta the fact that indirection and masking may be put 

off, apparently at will, the fact that role imposition can be overcome, it 

wau1d seem that communication should be~more possible in Eliatls 1949 view 

than it had been decades earlier. 

Yet the interpersona1 relationships of the play do not have a 
1 

fairytale ending. Edward and Lavinia must IImake the best of a bad job,1I 

and Reilly states: 

The best of a bad j,ob i s a 11 any of us make of it-­
EXêept of courSi, the saints. (p. 126) 

But the saints'die lonely too. Like ~rufrock, -the Chamberlaynes and Cena 

have had sorne sort of visio'n. Cel ia accepts the vision and its apparently 

necessary isolation, whereas the others have resolved the problem th~ vis~on 
. 

presents by giving it up and returning to the IIreal ll wor1d ls isolation. 

/ 



/ 

• 

" 
, 1 

310 

Perhaps masking is more comfortab1e than baring one's soul, or 

perhaps it is less difficult. Certainly the play sDoWS tnat when a 

character is undeceived of one self-deception he tends to project another. 

The Cocktail Party, in summary, seems to see two siaes of communication. 

" There is the physical difficulty in reaching it, tiut there is ~lso the bel~ef 

that it i s not a very hi gh good, that l t i s someth i ng to be used or al.3andoned 
6' 

in the interests of a sanctlfied goal or a "Christian conspiracy." 

In The Cocktail-.!'_artz the emph~sis was on the difficulties of 

contact. In The ConfidentiaJ_CJerk the emphasis ;5 on the nèed to try. 8y 

constant ~ffort interpersonal relations can be established and maintained. 

~ 

For such to happen the self-created barriers must fa)l. Indirection 

is not a prominent theme in the 1954 play, though Sir Claude does practice 

it on hlS wife. By the end of the play its presence in the characters has 

completely disappeared. 

Masking, another self-created barrier, is revealed in the Colby-

Lucasta sc~e: 

The first time we met 
Vou ~/ere tryi ng very hard ta gi ve 

a false ~mpression .... 
. .. For sorne reason, 
Vou thought l'd get a fa1se impression anyway. 
Vou preferred it to be one of your own 

cr~tion 
Rather than wait to see what happened. (p. 49) 

Slow1y Lucasta's mask slips away and she revea1s her soul, on1y ~o be ~urt 

because Co1by cannot yet revea1 hirnseTf to her.~ At the end of the play a 
. l ' 

similar unmasking occurs between the t-14llhammers, but this once is mLltua1, 

successful, and communion is established . . , 

Lady El tz~th ; s accused of rol e irnpos;·ti on, the, th; rd selT­

inflicted or at least self-remedied barrier. Lu~sta tells her, 

( . 

~ J 



) 

B. knows you think him common. And so he pretends 
To be very common, because he knows you thlnk so. 
You gave us our parts. And welve shown that we can 
-play them. (p. 100) ~ 
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Co1by has lived under ro1e imposition too. He will~ngly follows Sir Claude 

" as long as he thin!' him his father. Once the truth is learned he throws 

off the role and fo110ws his true Father. 

In arder for complete communion ta be possible more than honesty 

is requlred. The physical barriers raised by the earlier play would have 

to crumble. Movement would have ta be from proJection ta reality rather 

than.to a new projectlon, and constant change must somehow be thwarted. 

Consta/t cha~nge in people has taken on a new dress in this play: 

/ ... There's no end ta understanding a person. 
Al1 one can do is to understand them better, 
To keep up with them; so that as the other changes 
Vou can understand the change as saon as it hdppens, 
Though you couldn't have predicted it. (p. 55) 

This seems to deny Eliot's earlier stands. 8y this statement, communication 

is posslble if one works at it. 

Se1f-deception a1so crumbles. At the start ~f the play Lady 

Elizabeth is in a stat,e of self-deception: "She has always lived in a world 

of make-believe" (p. 36), which has in it such.,r-things as mind control, hea1th 

cures, and dervish dancing. Toward the end of the play she has turned about: 

Dervish dancing! 
Really" Claude, how absurd you are! (p. 90) 

Sir C1aude and Co1by have also thrown off se'f-deception, for Co1by says, 

You've become a man without illusions 
About himse)f, a.nd \oJithout ambitions. 
Now that live abandoned !!!t illusions and 

ambiti ons 
All that's left is love. (pp" 130-31) 

~lby's .45peec~ wau1d"be m~ch more satisfying ta the audience if 

itewer.e ~anv;nced tnat the~e is love in the play. A11 five barriers may 
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hypothetica1ly have fa11en and the condition of love let in, but there is 

something cold and impersona1 about the whole p1l ay. Col.by, the hero, is 

the worst of al1. With a great deal of truth he is told, 

... You're eithe~ above caring, 
Or e1se you're insensible--I don't 

mean ins~nsitive! 
But you1re terribly co1d. Or else 

you1ve sorne fire 
Ta warm you, that isn't the same kind 

of fire 
That warms other people. Voutre either 

an egotist ~ 
Or something so different from the rest 

of us 
That we can't judge you. (p. 102) 

When characters discuss him among themse1ves it is the same thing: 

... He's undependable. He has his own wor1d, 
And he might vanish into it at any moment-­
At just the moment when you needed him most! 
And he doesn't depentl upon other people, either. (p .. 99) 

1 • 

It is not hard ta detect the lingering signs of both indirection and caste in 

that speech, but a1so easy to see Colby's solitary nature. 

For Colby ta be the most isol'ated persona, and the most repulslve 

in the proce.ss, is interesting. In Eliot's indirection concept, ,which he 

first adopted wh en he came to write contemporary drama, CO)by wou1d be the 

sensitive hero whom the audience is to emu1ate. What becomes evident to , 

the audience during this p1?y is ~ot a new warm and attractive vision of 

Christianity but the same cold vision that has repulsed them from chi1dhood. 

As evangelism the plây is""a dead 10ss, even worse than The C.ocktail Party. 

Eliot, like al1 the characters here, may have a heart of gold and good 

intentions, bût he cannot describe an interpersona1 communication. 

Ttfe Elder Statesman (1958)' 

By th~ time Eliot came to write his 1ast play, he had been on a 

fifty year quest to solve a number of persona1 problems. Most he had solved 



to his own satisfaction, but one seems to have been harder to solve than 

the others: his isolation. Sean Lucy puts it this way: 
, 

His poetry is the ~oetry of isolation of the 
~ single soul, and very rarely do personal human 

relationships figure in it. It is a poetry 
which is almost al~ays remote from the more 
ordinary human emotions, and such emotions, 
when they are treated of, are viewed by someone 
standing apart from.the açtion and viewing it 
coolly.7 . 
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There is evidence in al) four contemporary plays up to 1954 that 

isolation was link@d to Eliot's religious convictions. In The FamL~ 

B~unio_~ the meeting of soul and soul was denied (with the possible 

exception of the Harry-Agatha scene), and the loneliness that lack of 

communion involved was presumably soothed by communion with God. The ( 

Cocktai~rt~ showed all human relationships to be peudo-p~rsonal and again 

, that led to supranatural satlsfaction. In Thê,Confidential Clerk there 

was a change. There there were interpersonal relationships though they 

were difficult to achieve and maintain. What little of it Eliot was able 

to demonstrate was to act as model in the social world for the better 

communion with God. Still, Colby goes his lonely way. Jf the audience 

could not grasp the better way and could not ~ee Colby's happy ending it 

was because they were not given much more than a glimpse of a higher way. 

The four plays showed a constant improvement in interpersonal 

relationships an~ a steady regression in the mechanics of indirection. The 
~ 

characters came closer together but the supranatural level became more 

and more hidden. Perhaps the two movements are involved. 

As Eliot's final play, The Elder Statesman, opens the audience is 

introduced to Charles and Monica, an almost engaged couple whose interpersonal 

relations have, to sorne extent, barriers separating them. The first barrier 

is masking. Charles is afraid to reveal himself for fear of being rejected. 
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W~le he would gain something va1uable in communion with Monica, he might 

a1so be 1eft in the same position as Lucasta had been in the previous play. 

Unwil1ing to admit to himself the rea1 reason for not attempting corrmunica'-
8 

tion he makes excuses: /1 HOvJ can one 1alk_ on a shopping expedition?/I Thus 

there is self-deception present. A third barrier exists: 

... Your father simply can't bear it 
That any man but he should have you ta 

hi ms e lf . ( p. 11) 

The e1der statesman, Monica's father, is imposing the ro1e of loyal daughter 

on Monica. Unti1 that role imposition is destroyed there will be a barrier ... 

keeping her away from Charles. The cease1ess change in people that prevents 
J.' • 

communl0n 15 a1mast entirely missing in this play. 

As the scene unfolds the barriers begin to fal1. Charles final1y 

gains the courage to speak and Monica senses the difference: 

How did this come, Charles? It crept so softly 
On silent feet, and stood behind my back 
Quietly, a long time, a long long time 
Before 1 felt its presence. (p. 13) 

Encounter has become a real ity, and the words "1 and you ... are different." 

Along with the masking, the self-deception has departed. 

The other barrier remains beyond the opening scene. Monica's 

.\ , 

father still stands ;~ the way. It;s the resolution of that final barrier 

and the fe11ing of the wa11s with which the old man surrounds himself that ~ 

makes up the dramatic action at its most obviou's leve1. Yet when the 

resolution fina1ly cornes, Charles and Monica and even her father are in 

close communion. Since in The Confidential Clerk it was the drabness of 

interpersonal relations tnat caused the audience to look to the' sacramental, 

the change is remarkable~ Human contact here is neither non-existent nor 
, (1 

drab, but strong and beautiful and complete in itself. 

The completeness of the vision says a great qea1 about indirection. 
Q 
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Unlitke the earlier plays there is nO~'lack to draw the mind to a higher 

completion. There are no hidden trig~r~tp fling the observer into the 
o 

supranatural. It is as if for the firs"i time Eliot could brtng himself 
~ " 

to trust God's messages to take care of themselves. 

That 1S not to say Christian conten1( is absent. There ar,e 

references like "piece of silver" an<f l liturgy," a1f!quotation from Mark> 9:44; 
. 

and a number of overtones especially in Lord~Claverton's~~peeches.o ThlS 

• speech by Monica seems an explicit link between the human love she,has 

experienced and divine love: • 

. . . There' s no vocabu"l ary . 
For love within a family: love that's 

li ved in 1 #. 
But not looked at, love wHhin the light ' 

of whi ch , · 
All else is seen, the 10ve\'Jithin which 
All other love finds speech. (pp~ 71-72) 

The parallels are still clearer here: 

Age and decrepitude can have no terrors for me, 
Loss and vicissitude cannot appal me, 
Not even death can dismay or amazi me . 
Fixed in the certainty of love unchanging. (p. "108) 

Christian references are present, but they do not push or .. trap Qr hôund. 

t • 

Until The Elder Statesman Eliot's approach had been to p0int to 

the imperfections of the world, the lack of cOlllnunication and the •. i'Solation. 

When he had established the misery he presented the alternative: God. That 
1 • 

approach implied total disjunction between God and the world. There seemed 

nothing left of the image of God in man. If the world were fair and if men 

were not in 'solation the approach would be suspect, but if the approach 

~re correét it would be necessary ta turn one's back on sociêty and walk 

off into the desert. That Eliot's personae did with great consistency, 

and sometimes they forgot their neighbour in their rush to get away. 
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The.E1der Statesman brings the Eliot reader into the W0r1d. 

; 

, . 
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~ 

Sou1 

" nreets sou1 there,o and people live happy lives. It wo~ld seem that Eliot's 
<il • 

emotiona1 centre had shifted from desires of escape to thanksgiving. His 
c;: . . 

~ characters rejoice in creation, help others who need help, and bring them 
<1> 

to share theirjoy. Monica and Charles will marry.~ No other Eliot 
<> . 

charac;ter with full or acceptable sensitivity has. And they WIll work and 
~ . 

hope for r·1ichae1 l s' return home. Eliot has dlscovered that the good o'f the 

world can bring man ta God just as easily as the misshapen cano 

It was a long journey for Eliot to this final ending. FrDm his 

first ~ature poam ta thi~ last play was fifty years, and the whole time he 

sp~nt searching. f1fty years is a
o 

long time to write a resolution, but the 
.. 

collected works of few authors càn claim a more satisfying ending. That it 

is, in relation to the movement of the collected poems and plays, poetically 
, 

appropriate is true. Through Th_e~ldeI-~til_tesmall his works make liA complete 

conSGrt danclng together. 1I 

But secondly, it is' ev~n more obvious that the mind which was 

searching has found its answers. The play is more than a successful 
"' 

1 

reso1ution, as the dedication to bis wife shows. It is a happy ending. 

Where would Eliot have go ne had he written more? The Elder 

Stqtesman marks a climax in his personal quest and brings his art to a 

resolution. But it also implies a whole new venture; for it leaves unstudied 

the impl ications, artistic more than personal, of his love discovery'. The 

end of the play 1eàves him in a position analogous to that of 1930. Eliot's 

belief, sO,obvious in Ash-Wednesday, had to percolate through his whole life 

and affect the natu'ral, social, and historical levels of hisÎviewpoint. 

'" Similarly, the artistic implications of his realization of human love 'need 

exploration. All his Christian works up to this last play had stressed 
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St. John's nega1ive way. Now th8t play asserts the' positive. What doors 
c ' . ~ 

, that closes and what pos5;bilit~es it offers are still unknown quantities, 
o 

but his stress on human love seems tOlhave produccd two fundamental changes. 
.. 

The first is in the"intellectual content. Allusion, myth, and indirection 
''* 

made Eliot'~0work intellectually powerful. But these tools are well buried 

in The Eldê~ Statesman; so the intellectual stimulus they provide is not 

there. That means the audience interest is thrown more onto the plane of 

physical drama.-~And there is the second change: the action is slight. The 

play lacks the dramatic interest of his earlier works. Whether such things 

'" as intellect and dramatic complication are redeemable in the light of love's 

simplicity and honesty is beyond the play in the same way as the possibi1ity 

of rain 1ay beyond the close of The Waste land. 

, " 

( 
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W. K. Wimsatt, Jr., "Arts and Letters: Eliot's Comedy," 
The Sewanee ~eview, LVIII (Autumn~ 1950), 667. 

2 T. S. Eliot and Iain Hamilt~n, "C~mments on T. S. Eliot's 
New Play, The Cocktail Party," Wor1d Review, IX (November, 1949), 21. 

3 T. S. Eliot, The cock.tai"l Party ~London:~ Faber and Faber, 
Ltd., 1958), p. 11. Subsequent references will be to that edition. 
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1 am indebted to Professor Robert Culley and Dean George 
Johnston tor much of what follows .. Professor Culley, on January 24, 1974, 
presented a paper, "Structural Ana1ysis of BibHcal Narrative: An Example," 
to the Doktorclub of McGi11 University's Facu1ty of Religious Studies. 
He ana1ysed the structure of a group of six "deception stories" from the 
Old Testament. In the discussion that followed, the dean suggested the 
New Testament paral1el and raised the ethical and histor-ical questions 
behind such deception. 

5 T. S. Eliot, The Confidential Cler~ (London: Faber and Faber, 
1959), p. 42. Subsequent references will be to that edition. 

,6 David E. Jones, The P1ays of T. S. Eliot (London: Rout1edge 
and Kega~ Paul, 1963,), p. 152. 

~ 7 Sean Lucy, T. S. Eliot and the'1dea of Tradition (London: 
Cohen and West, 1960), p. 143. 

8 1. S. Eliot, The E1der Statesman (London: Faber and Faber, 
1959), p. 11. Al1 subsequent references will be to that edition. 
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