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ABSTRACT
Studies of Eliot's poetry usually emphasize the kind and use of
images in his work. While it has been suggested that Elfot was

significantly affected bath in his choice and use of images by the

- symbolists, it is also supposed that he very 1ikely learned about

the importance of precisioﬁ in 1naggry=fram his contemporaries, the

Imagistgf who focused so exclusively on this subject. ATthough it

‘is apparent that Elfot, like the symbolists, used his jmages in
: ' ‘%

patterns of symbol and myth and 1ike, them, relied heavily on the
evocative power of words and images, Eiiqi‘s s{x éajar early poems,
written before his 1914 contact with the Imagists, disprove the
theory that he first learned about type or use of imagery from them.
While recent studies of his poetry acknowledge that Eliot's
images occur in patte'rns, those patterns are usually seen as simple
series of recurring' images which have undergone slight variations.
Images are seen as related by repetition or subject throughout the
body of Eliot's poetry or within single poems. Although some critics
refer to “complex" relationships among Elfot's images, few have
analyzed the nature ‘of thg 1nt¢ra¢t€ons among the images. This
study proposes an approach-to the arrangement of images whichﬁgiQese
considerable ueﬁght to the issue of the images' contextual framework.
Eiiot'siimages cannot be considered singly without loss of meaning:
most of them are bound so closely to each other and to the rest of

the poem that they can be said in some cases to have "fused," and

tv



* .
in the transformation of these fusions are new images and new
meanings. ) |

Eliot's involvement with the thinking of the British
metaphysician, F.Hi Bradley, was a significant factor 1ﬁ the
development o@his view of experience, and therefore (as
representatiens of experience), his view.of structure in poetry-as

“things" in context. Bradley's concept of "immediate experience,”

which proposes a view of experience as parts fused in "non-
relational unity," and two of his terms for levels of experience,
the “relational” and “supra-relational,* are appficable to a
discussion of images. While the }mages in most p@étry; 1ﬁc]uding
éhat of the Imagists, have "re1aficna]“ or linear or obvious connec-
tions among thes’, in poetry with more highly-developed or complex
imagery, the images a%e joined in "supra-relational" ways. Among
these n@n-Tinear? rather {nexp1icable connections among images are "
several distinct kinds of interactions including one which dEerateS“
much like figural afterieffeéis, one fjﬂ:h invsivés_unexpected
overlap of meanings, and one which reismbies the focusing property
of a camera's zoom lens which "heightens" or “ehiafges" the image.
These charaéteristics are -found in Eliot's pre-1914 imagery as well
as in his iater work? This fact strengthens the argument that Eljot
did not learn his use of imagery from the Imagists.

Another interest of Eliot's reinforced his preference fcﬁiﬁﬂﬁ*
linear struciures in poetry. Eliot's concern abbut the relationship
between music and poetry made him aware that structures based on

fluctuations of intensity and patterns of imagery are valid forms in

! v
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both arts. Like Bradley's concept of "immediate experience,"”
Eliot's study of zusic::gl forms led him to the position that
structures i‘n poetry that appeal to more than just the intellect best
repr¥sent experience. Withimgthese structureé, images have their
fullest meaning "in context.” With this principle as a guif;e, tf;is
study makes a close examination of the nature Q% the ccfgrectioﬁs_

- among images in Elfot's poetry.
—~



PREFACE

It has long been recognized that Eliot's imagesjfre a prominent
feature of his poetic style, more important, for example,than sound is
iﬁ his work. wIt is to this major critical concern that my thesis
addresses itself. It is my éﬁntentién that Eliot's images must be
considered, as they occur, "in context." The meaning and
significance of his images can be found only in their association
with other images and with other parts of the poems in which they
occur. iy approach to why Eliot's images are so dependent upon
context, and how the images work in their contextual framework differs
both in emphasis and in the ﬁatUFe of the analysis from approaches
taken in the major critical works.

AIthgugh Leena%d Unger's 1956 study makes reference to the
“mérging of iméges,“ whas he means by "méfging" is simply the
proximity of different imagezsg1 His study 1s more preoccupied with
categories of images than it is concerned with the arrangemeént of
those images!2 When d1§Fussing the structure of Eliot's poems,

Unger thinks in terms of "series" of images, implying an arrangement
of, images which remain separate and do not iﬁtEfact!B Although

Thomas Rees's 1974 study suggesté a more complex relationship among Y

=

, P
Eliot's images, he considers the relationships based on recurrence//

or repetition of images. Rees refers to “interlocking patterns of
recurrence” of 1mages.4 and asserts that "As Elfot's poetry becomes
more complicated, he uses more complex %et’ltive schewes_"s The

closest he comes to explaining what these more complex patterns are

vii



_ |
is when he explains that Elfot's “motto-images,” as he calls them,
are ", . . made up of a complex of associated images that changes
"with each recurrence, the changes representing transmutations in
:Laning and symbolic content. 6 '

David Ward's 1973 analysis of Eliot's work sees the images as
". . . only half-focused, full of the most tortuous ambiguities of
meaning; deiihe}ateiy enigmatic_“7 Ward believes that it is these
ambiguities which are responsible for the complex of meanings
created by Eliot's images: ". . . they will unlock patterns of
fantasy and dream [in the reader]. . . .“S Ward proposes another
possibility for the operation of Eliot's images: '

. The Lady and the bones, the 1eapardsxand the juniper
tree are figures W somewhat the same sense as the
numerals or figures in a mathematical equation --
vehicles which represent, not themselves, nor any
definite thing, but intricate relationships.9

I find Gertrude Patterson's 197] study more helpful than most
recent studies on the subject of structure among Eliot's images.
Although, 1ike most critics who discuss patterns of images in
Eliot's work, Patterson emphasizes patterns found throughout the
poems.. instead of patterns in individual peemsj]o she also talks of
complex relatfonships among the images in a poem and relates this
kind of structure to the philosophies of Bergson and Bradley:

If, as Bradley or Bergson believed, our immediate
awareness of an object idicates only part of {ts
reality, it follows that the Image which expresses

this awareness will only be a partial observation of it.
The Imagist poets tended to be content with elaboration
of a single visual Image, with the acturate expression
of one 'appearance’ of their world. It was left to
their successors to show how to set such Images into a
complex relationship with one another in order to make

a more comprehensive poem. 1! )
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Patterson's analysis alternates between refer—enées to interaction among
images and an explanation of Eliot's imagery based on simple serial
relationship among them. On one hand, shé;states:‘ "It is only

when we examine it [a passage from "Prufrock”] in relation to the
other 4ma§es Tn the same poem that we can gather its more
comprehensive 'meaning'.i . ,"12 and further buttresses this claim
by saying: "What E1i8t did was to construct on the Image, to
connect it with symbol and myth and‘shouiit in complex relationship

to other IEEQEE-"JB On the other hand, Patterson's study sometimes

,f“"

lapses into a 'serial’ explanation for the association of Eliot's
images : “HhatiEiiat maintains is that a series of such fragments
can [express a complex view of the world]. . . .14 Two of /fp
Patterson's attempts at classifying Eliot's poetic structufes rely
“on serial association:

Articulation is made up for him, as for the
Symbolists, by a series of mathematical-type
images, working in a Qualitative Progression,
since it is the most direct and accurate means of.
‘communication.15 f

Ig explaining Eljot's early poems she proposes that "Irony or

Double Mood, heightening the mathematical progression, fhus forms ‘
“the ba¥ic method of canstrué‘ion of all the early p@ems;“1§ Although

she does not develop the analysis, Patterson suggests a useful

analogy in connection with E11atls images -- she refers to‘Ellet's : )

“cinematic-type images" and she sees these images as 'worked-up'

into a complex montage.*!’
Although Patterson's.study is more helpful, ' believe, in f{ts

recognition that there are complex interactions occurring among

ix
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Eliot's images, than are other contemporary studies, hér study,

like the others, is somewhat- restricted by its over-emphasis on -

Kthe-pattern and structure of images in Eliot's work as a whole and

by its reliance on 'serial' explanations far the association of

images. In 1930, in his preface to Sti(dean Perse's long poem,

Anabasis’, Eljot expressed the‘impcrtancéﬁﬁéngjaced on "context” and

defined what he believed was the major Drganii}ng principle for good

" modern poetry: .

ot

: . any obscurity of the poem, on first readings, is
due to the suppression of 'links in the chain,' of

~ explanatory and connecting matter, and not to incoherehce,

or to the love of cryptogram. The justification of such
abbreviation of method is that the: sequence of images
coincides and concentrates into one intense impression of
barbaric civilization. The reader has to allow the images
to faJd into his memory successively without questioning
the reasonableness of each at the moment; so that, at
the end, a total effect is produced.

Such selection of a sequence of images and ideas has

- nothing chaotic about it. There is a logic of the

imagination as well as a logic of concepts. People who
do not appreciate poetry always find it difficult to
distinguish between order and chaos in the arrangement
of images. 18

I bekieve that one of the major catalysts in Eliot's developing this

view of "things" in relation was the British metaphysician, F.H.

,Bradley. His theory of "immediate experience” proposes a view of

gxperié%ce as disparate partsrfused in a whole. It is a view of

things in context and a view which Eliot seemed to share, for his

doctoral dissertation focused on this theory. Eljot very likely

began his involvement with Bradley's thought in 1913. Eliot's

apparently similar view of knowledge and experience before that date

(as demonstrated partly by his six early major poems) can be

J
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éééognted fof partly by his predispgsition to #iew the world as
th1ngs" "in cnntext " and partly by his cnntagt with another .
ph11osapher Just as Bradley 5 thgary suggested the ex}stence of

"non - re]at1cna] unities” in which "Rea11ty [is] u]timate?y a single

egience. superbor ‘to re?at1nns, 19 s1m11ar1;, Henri , ’

- Bergson referred to "the conception of ?eality as a flux of
intérpenetrated elements unseizable by the intellect." 20 Eliot -
attended several lectyres by Bergson in Parisxin 1911. Bergson's
ideas abaut‘inwediagé!perceptign and the ;nian of qualities in~
perception may have “pfesared“ Eliot for Bradley's theory of
“immediate experience." The ideas nf both of these ph11osephers

appear to have 1nf1uenced Eliot' § view of. experience and therefore

his view of structure in poetry.

Eliot's use of non-linear structures is related to his theories
abd}t music and poetry. Pater's statement that "all art aspires to
the cﬂndiiich of music” and his awareness that in*pDEtry meaning can
often reach us in ways "not distinctly traceable by the understgnding"
must have affected E]iat who .asserted the existence of the "logic
of the imagination." In his writings on music and poetry E]iat
emphasizes that what matters 15 "the whole poem." In talking about
the -importance of context Eliot writes:

The music of a word is, so ta speak, at a point of
intersection: 1t arises from its relation first to

the words immediately preceding and following it, and
indefinitely to the rest of its context; and fra-
another relation, that of its immediate meaning in that
context, to its greater or less. wealth of

associatiuﬂ 21 s

Eliot explains that structures which are not based whblly on

xi



"rational” principles are of interest to the poet because he is
"occupied with frontiers of consciousness bé&nnd which words fail."
The two major divisions in Bradley's four-tiered hierarchy of
‘ knén]edge'and exﬁeriencé are the “relational” and the "supra-
relational." These termé can also be used to describe connections
among images. - In much poetry, 1n§lud1ng‘fhat of the Imagists,
images have "relational" or serial or linear or obvious connections
among them. In poetry with more highly developed or complex imagery,
the images are joined in "supra-relational" ways. Among these
non-linear, more than rational, rather inexplicable connections
among images are sevé?gﬁ distinct interactions fncluding one which
operates much ask figural after-effects operate, one which involves
unexpected overlap of meanings and one which resembles the
focusing property of a camera's zoom lens which “heightens" or
“enlarges” the image. These characteristics aré found in Eliot's
. pre-1914 imagery as well as in his later work. This fact strengthens
the argument that Eliot did not learn his use of imagery from the
Imagists. One é%n see from these characteristics of Eliot's imagery,

that his images must be examined, as they occur, in context.

LS
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CHAPTER 1
THE IMAGISTS



In the late 1940's and early 1950's, when his career as & poet
| was virtually over, Eliot turned his attentfbn to charting the
history of the modern movement of which his owﬁ"poetry had been a
part. His most famous Lfstorical survey is the lecture of 1948 to

the Library of Congress, which appeared subsequently in To Criticize

The Critic as “From Poe to Valé}y.“ In that lecture, Eliot Tocates
in Poe the origins of a specific line of liierary modernism, and he
traces it through the wbrks of Baudelaire, Mq]]armé and Va?é}y; each
of whom he sees as representing a stage in the development of a

‘ poetic tradi;ion. His focus in the paper is clear: it is not merely
to itemize the influence of Poe on the three other poets, but to
“trace the development and descent of one particular theory of the

ul Eliot wanted to describe a movement which he

nature of poetry.
saw as "the most original development of the aesthetic of verse
made in that period as a who]e."z Five years later, in a lecture
on “"American Literature and the American Language," which he gave in
the city of his birth, Eliot completed the circle of tnfluence from
Poe to the French symbolists, to the American and English modernists,
by way of the poets of the nineties:

What the poets of the nineties had bequeathed to us

bésides the new tone of a few poems by Ernest Dowson,

" John Davidson and Arthur Symons, was the assurance

that there was something to be learned from the French

poets of the Symbolist Movement. . . .3
And in the same 1ecture,]ﬁ which he observed the return to English

Titerature of Poe's influence, Elfot made his famous remark about the



importance of the Imagists: "The point gefrEpérg ‘usually and

conveniently taken, as thgggzérting point of modern poetry,” he
said, "is the group denominated '1m$gists' in London about 1916."4
My purpose in this chapter is to consider what Eliot may have
derived from the Imagists, whose work he features so prominently in
his history of a movement that he came, in the end, to dominate.
His lecture on ;American titerétura and the American Language" sees
the significance of the Imagists less in what they did than in what
they prompted: “Imagism was," he said: "a ﬁcvemént which on the
whole is chiefly important because of the stimulus it gave to later
developments.” In the study of Eiietif use of images, it is

necessary to begin with the point ggffepérgrand to inquire whether

in his characteristic use of images in his own poetry, Eliot owes
much -- or indeed anything at all -- to the theories and rules and
practice of that small and short-l1ived event that William Pratt
calls "modern poetry in miniature!“s
To beg%n with the history, J.B. Harmer explains that the
Imagist movement consfisted of
- - . a succession of small groups. In all there
were three: one fostered by T.E. Hulme in 1909; a |
second led by Ezra Pound from 1912 to 1914; a third
organized by Amy Lowell from 1914 to 1917.6
It was the second stage, however, which was the most influential

and which gave the movement its name: “Imagiste and Imagisme," says

Harmer, “are reserved for Pound's group and its cognates between

1912 and 1914.*7 It was in 1912 that Pound published Ripostes, which
included an appendix of Hulme's poems. Pound's explanatory note

made reference to the “School of Images” and used the word



"Imagiste” for the first time. The following year, 1913, the March
® ] o , ‘ o
issue of Poetry included two important essays: Flint's “Imagisme,"
and Pound's “A Few Don'ts by an Imagiste." Flint's essay gave the
basic Imagist rules: ‘
1. Direct .treatment of the "thing" whether subjective
or objective.
2. To use absolutely no word that does not contribute
to the presentation. 7
3. As regarding rhythm: to compose in the sequence of
the musical phrase, not in sequence of a metronome.
As a fourth rule, Flint referred enigmatically to "a certain
'Doctrine of the.Image,' which they had not committed to writing.
. .8 Pound's "Don'ts" provided the famous definition: vAn ' Image’
is that which presents an intellectual and emotional complex in an

instant of time."? The %ng of 1914 saw the publication of the

first Imagist anthology, Des Imagistes, which included the work of

Aldington, H.D., Flint, Pound, Lowell, Williams, Cannell, Upward,

Cournos, Joyce and Hueffer.lo

"Amygism," the last stage of the movement, is generally thought
to have been Imagism in declipe:

The final stage of Imagism, therefore, though its
influence continued to expand and its unofficial
membership to grow, was somewhat less promising than
the earlier stages . . . the poems in the three
anthologies [Amy Lowel1] was responsible for tended
toward greater and greater length . . . and in time
the clear outline of the Imagistf?aem, its terse and
sculptured form, became blurred.] ‘

Although "Amygism" may have been a decline, the first of the three
Imagist volumes called Some Imagist Poets (published in 1915, 1916,

- and 1917), clarified the Imagist principles:



1. To use the language of common speech, but to employ
‘ - always the exact word, not the nearly-exact, nor the
-~ merely decorative word.
2. To create new rhythms -- as the expression of new
moods -- and not to copy old rhythms, which merely
echo old moods. We do not insist upon "free-verse” as
, the only method of writing poetry. We fight for it
as a principle of liberty. We beljeve that the
individuality of a poet may often be better expressed
in free-verse than in conventional forms. In poetry,
a new cadence means a new idea.
3. To allow absolute freedom in the choice of subject.
It is not good art to write badly about aeroplanes and
automobiles; nor is it necessarily bad art to write
well about the past. We believe passionately in the
artistic value of modern life, but we wish to point out
that there is nothing so uninspiring nor so old-fashjoned
as an aeroplane of the year 1911. ‘
4. To present an image (hence the name: "Imagist"),
We are not a school of painters, but we believe that
poetry should render particulars exactly and not deal
in vague generalities, however magnificant and sonorous.
It 1s for this reason that we oppose the cosmic poet,
who seems to us to shirk the real difficulties of his
art.
5. To produce poetry that is hard and clear, never blurred
nor Wndefinite.
6. Finally, most of us believe that concentration is of
the very essence of poetry.12

These six principles, like Flint's three rules, reflect the
dominant preoccupation of the Imagists, the making of “hard, clear"

images. For them this meant that the image and the poem were to be

reserted starkly and separately. That is, the image was to be

(::j\gjrfniin isolation from any internal or external struffhre. ¢

Principles| one, five and six encourage poets to present only the:

"bare boned' of an 1;nge and of a poem. Flint's first rule, "Direct
treatment of] the 'thing' whether subjective or objective," suggests

the isolat;:;Aof image an& poem from their emotional and social and

moral contexts. The third Imagist princi;:ie asserts the gﬁ)up‘si

attempt to separate their work from the context of 1iterary
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tradition. Their principles imply that only what is new and -/
independent from the past has value. The central point in Imagist
doctrine seems to have been the "presentation* of stark images and
poems which are intact and suff\icient in themselves and separate from
st}ucture of any kind, or as Pratt sulnhrizes, “The sparer, starieri‘
more striking the image, the better the poen.“]3 The "sequence of
the musical phrase) which‘is not the “sequence of the metronome,’
implies wholeness and separateness as well as musical values.

In his 1953 address, Eﬁth's naming of Imaéism as the
Starting point of modern poetry was followed by another equally
important statement: "I was not there.”]‘ We must remember that
although the Imagist movement, in its broadest sense, lasted from
1909 to 1917, it was its second stage from 1912 to 1914 that was
the most important. Although Eliot arrived in_London in 1914, he
missed what was perhaps the most strictly Imagist, most crucial

period of the movement. We know that by September 1914 Pound nﬁiﬁ

met El1ot and was aware of the significance of Eliot's znfiigs%\

Coffman reb'm'ts\ that : +

. . the culmination of [Pound's] efforts to
discover new poets took place late in 1914. He
wrote Harriet Monroe in September: “An American
called Elfot called this P.M." I think he has some
sense though he has not yet sent me any verse."
* Within a week he wrote her again promising “the

best poem I have yet had or seen from an American" and
describing Eliot as “the only American I know who has
made adequate preparation for writing. The poem he

# . sent me was of course, "The Love Song of J. Alfred

. Prufrock. *15

’
Further compliment for Eliot's having made "adequate preparation

for writing" and additional testimony that Pound knew of Eliot's
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work by 1914 can be found in Pound's letters, in which he marvelled
at having discovered "a young American who had trained and
modernized himself entirely on his m."ls Although, as Lyndall
Gordon explains, *

Pound gave Eliot entree to his first artistic

milieu in London, the group which ipgcluded Miss

Weaver, Wyndam Lewis, H.D., and A1dW ton. From .

mid-1915 E11ot attended their Thursday night 17

gatherings in Soho #nd Regent Street restaurants . . . .
it cannot be said that Eliot ever became an Imagist. By 1915 Amy
Lowell had replaced Pound as leader of the group, and in spite of the
fact that April 1915 saw the publication of the first anthology,

Some I[magist Pgeg,]s the group was on the decline. Even in this

first volume, the best of Lowell's three anthologies, "There was
somewhat less variety, and less conciseness, than in the poems of

Pound's anthology . . . ,"'? Des Imagistes (1914). By 1917, Eliot's

attitude toward the Imagists was dismissive: "But I am not here

concerned with imagism, which is a theory about the use of material,"2? -
he said in his “Reflections on Vers Libre.” Al though Elfot

asserted the importance of the Imagist movement to literary history,

he was not part of the movement.

i A point of grea‘t controversy i'.s whether or not Eliot had

contact with the Imagists ’p;iar to his historical meeting with Pound \
in September of 1914. Grover Smith suggests that “Eliot's imagism il
was of his own contriving, for he was not in touch with the

contemporary experiments of T.E. Hulme and F.S. Fiint.*2) It

appears that by Eliot's "imagism" Smith means his use of precise,

concrete images. It is clear that Eljot's “imagism" developed
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ndependently of Hulme and Flint, for no poem of Elfot's ever

relied upon the presentation of just a singiegiiageé By 1911,
prior to his reading Hulme or Flint, he had written six major poems :
which show a compléx handling of inages bDundftagethE? within a
larger structure. Although Eliot was shown some of Pouggﬂs poetry
in 1908 during his student years at Harvard, he was néi 1-pressed

by the work at the time.2? The next 1ikely contact Eliot had with
Pound's and Hulme's poetry is in Pound's Ripostes (1912), the
appendix of which included four Hulme poems. (It is unlikely that
Elot would have seen.the small pamphlet of poems called Christmas
1908 which included Hulme's "Autumn."23) 1t is a matter of critical
debate whether Eliot read Ripostes when it came out in 1912 or only
later in 1914 in London after being g;ven it to read by Pound.
Although Eiict‘s‘firét contact with Flint's ideas probably was in
the March 1913 issue of Poetry which, as I have mentioned, included
an essay by Pound, the earliest that Eliot could have encountered
Flint's poetry is in.the 1914 publication of Paund's anthology

Des Imagistes.

As for Elfot's contact with Hulme, 1t has been generally
accepted, until recently, that in spite of the date at which Eljot
read Ripostes he probably was not familiar with Hulme's work until
the 1924 publication of his essays in Speculations. R. Schuchard

makes a different claim in his 1973 article on the subject. He
argues that Eliot's contact with Hulme must have begun in 1915 when

Pound published poems by both Eliot and Hulme in the Catholic

Anthology??

were published in The New

and when, in the same year, a series of Hulme essays

ge, a perfodical Elfot has said he read



during that timeizs As “evidence" for an actual meeting between
- Eliot and Hulme in 1915-16, Schuchard points out that both poets
were in London during a ten-month period during which time they
would have likely been introduced by mutual friends. 26 !Schuchard

cites other bits of proof for the argument that Eliot was at least

aware of Hulme's work before the 1924 publication of Specula
Eart of the "proof" given by Schuchard is Eliot's use of Hulme's
poetry and philosophical theories in a series of four extension
courses in modern French literature, Victorian literature, and
Elizabethan literature which he taught befween 1916 and 1919.
Eliot's own explanation of the stages in his work supports the view
that he was aware of Hulme's work before .the 1924 publication of

Speculations. In his introduction to the Selected Prose of T.S.

Eliot, Frank Kermode states:

To get his work into perspective Elijot proposed to
divide it into three periods. During the first he was
writing for the Eqoist, in which appeared what is
arguably his most influential single essay "Tradition
and the Individual Talent." The main influences on his
work at this time were Ezra Pound (and through him
Rémy de Gourmont and Henry James) and Irving Babbit, who
at Harvard introduced Eliot to the philosophy of
Humanism, and whose traditional doctrines were
reinforced, a little later, by the ideas of T.E. Hulme
and Charles Maurras.

The second period, from 1918 to about 1930, was
primarily one of regular contributions to the
Athenaeum, edited by Middleton Murry, and the Times
iterary Supplement, edited by Bruce Richmond; and the
rd primar{ly one of lectures and addresses.Z2’

This information indicates that Eliet had access to Hulme's work -

before 1918, if not earlier.
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One of the issues in the controversy about the year Eljot

- first encountered Hui;g's work (and therefore Imagist influence) 1s
the date and source for Eliot's poem "The Death of St. Narcissus.*
It §s apparent that the poem shows some influence from Huime's

"Conversion" and Pound's A Girl," both found in Ripostes. The o

period during which "The Death of St. Narcissus” could possibly
have been composed ranges from 1910 to 1915228 Although Gordon
claims ISTQﬁJS as the probable period of comﬁas1t19n,29 it stil
remains unprovén whether E}iat read Ripostes immediately after the
1912 publication or later in 1914-15. A1l that can really be said
conclusively about the date of Eljot's first contéct with the
Imagists is that he met Pound in September of 1914 and subsequently,
in 1915, attended some of the Imagist meetings.

Eliot may have seen in the Imagist movement the stérting point
of modern poetry, but the group's ideas about imagery appear to
have had no originating effect on his use of imagery. Although
there is a possibility that Eliot read essays or poems by Imagists
before this time, his first certain contact with them occurred when
he met Pound in London in 1914. As I have explained, Eliot's
asseﬁiation.wigp other group members began in early 1915, after
the movement was in'deciine. In 1ight of theése two facts, it is
- significant that by 1911 E]iot had written six major pﬁems; Although
thESE:PDems aim at precision and clarity of image, the images are
always part of a larger structure. Each image is connected to its
emotional and social context, caﬁnEQtEd to other images in the poem,

and related to Iiierary tradition, in contrast to the Imagists' images



1
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which they made certain were bound to no structure and no context.
It may be possible to conclude from this (as I shall argue later)
that in some respects Eliot and the Imagists were actually working
in opposite directiéﬁs in their use of the image. Even though the
Imagists did not shape Eliot's early poetfy, they left traces of
their thinking in his early essays. While the "early poems" were

published in 1917, in Prufrock and Other Observations, the six

xpajcr poems in the book were written before 1911. The "early
essays," on the other hand, those published "Theﬁ Sacred Wood

(1920) were all written between 1917 and 1920, after Elfot's
arrival in London and after his encounter in 1914 with the Imagists'
work and theories. In these essays, Eliot becomes a voice in

debate on subjects central to the Imagists' theoretical concerns.

In The Sacred Wood Eliot collected the essays he had been writing

since 1917: they present several of h15<majar critical theories.
Some of these theories are related to his concept of imageryg they
address such questions as what an image is, the nature of suitable
language and subjeFt matter and ho; the best images are made. Two
of his earliest essays, "Reflections on Vers Libre" (1917), and
"Ezra Pound: His Metric and Poetry" (1917), mirror the Imagists'
and Pound's concern with rhythm in poetry. Although the subject of
free verse was in the air, in England it was a major item in Imagist
debate (F.S. Flint, for instance, coined the phrase, "unrhymed
cadence,” to domesticate the French phrase), and Eliot's grappling
with the notfon of vers 1ibre is probably a consequence of their
influence. Addressing their!subject, he concluded that ". . . the

. \

=

X
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ghost of some simplesmetre should lurk behind the arras in even the
: -~
"freest" verse; to advance menacingly as ie?ﬂﬂze, and withdraw as

we rouse, , .  There is no escape from metre; there is only

nasteryi‘ao In "Ezra Pound: His Metric and Poetry,” Elfot

expresses his respect for Pound and further indicatcs his openness
to the careful abandonment of traditional metrical forms: '

He [Pound] is, it is true, one of the most learned of
poets. . . . He has said himself that when one has the
proper material for a sonnet, one should use ‘the
sonnet form; but that it happens very rarely to any
poet to find himself in possession of just the block
of stuff which can perfectly be modelled into the
sonnet. . . . Pound's yers libre is such as is only
possible for a poet who has worked tirelessly with
rigid forms and different systems of metric. . . .3l

Eliot's statements reflect the same liberality about rhythm as the
Imagist principle: "To create new rhythms."32 or their earlier
rule: "As regarding'rhgthm: to-compose in the sequence of thg
musical phrase, not in the sequence of the metronome.">> The

obvious comparison is with Pound's theory of "absoliute rhythm»:

“. T . a rhythm, that {s, in poetry which corresponds exactly to the .

emotion or shade of emotion to be expressedi“34

Further correspondence between Imagist theory and Eliot's
thought can be seen in the 1919 essay "Hamlet." In this paper
El1ot offers his famous theory of the objective correlative:

The only way of expressing emotion in the form of art
is by finding an "objective correlative"; in other
words, a set of objects, a situation, a chain of events
which shall be the formula of that rticular emotion;
such that when the external facts, ch myst terminate
in sensory experience, are given, the emoficn is
immediately evoked.35 ’
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Eliot's theory is similar to the Imagist<' theory of the image, as

both must end in sensory experience. The "objective zorfé1atiéf“

is probably one of Eliot's clearest statements about the expression

of the “particular" in poetry. That is an issue to which he gave

his attention in a number of his early critical articles:

.

At the same time, shaking himself free of the symbolists,
Eliot insisted that poetry must be specific, . |  he
admired Pound because his verse was *always definite and

rad

concrete," and he saw Donne and Jean de Bosschere as =N

exemplary because, he said, they saw "the thing as it
is. " .

Eliot's "objective correlative” resembles Pound's definition of an

image’ as "an intellectual and emotional complex."3’ Pound's

"intellectual and emotional complex” parallels both what Eliot has

to say about the making of the image, and what Eliot has to say about

who is capable of making good poetry. Eliot advances his theory of

the unified sensibility in his essay "The Metaphysical Poets" (1921):

- - « there is a direct sénsuous apprehension of thought,

. ,0r a recreation of thought into feeling. . . .A thought

to Donne was an experience; it modified his sensibility.
When a poet's mind is perfectly equipped for its work,

it is constantly amalgamating disparate experience;

the ordinary man's experience is chaotic, irregular,
fragmentary. The latter falls in love, or reads .
Spinoza, and these two experiences have nothing to do ,
with each other or with the noise of the typewriter or the
smell of cooking; in the mind of the poet these

experiences are always forming new wholes.38

W, Pratt sees a direct relationship between Imagist theory and

_Eliots correlative:

i;

Since the Imagist poem aimed at being an exact
equivalent in rhythm and image for the poet’s
experience, it may be properly viewed as an advanced
stage of the tradition . . . that later received
critical expression in Eliot's idea of the. "objective
correlative . ", 39 :

i

L]
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The essay "Andrew Marvell" (1921) expresses very learly Elfot's

concept of the precise image and its relation to the s ggestiveness

insisted upon by the French Symbolists: " . . we arg inclined to

infer that the suggestiveness is the aura around a bright clear
centre, that you cannot have the aura aInnei"Ag This perception of
the image is in harmony with the Imagist principles: "To produce

poetry that is hard and clear, never blurred -- nor indefini

, - and "To present an image . . . we believe that poetny should

—

render particulars exactly and not deal in‘vague generfNitfies however

_ a -
magnificent and soncrcus."41 The anti-cosmic poet view hely by the

Imagists possibly had its foundations in Hulme's blunt statement:
"I want to speak SF verse in a plain way as I would of pigs: that
is the only honest wayg“42
In addition to his statement that the image is an fntellectual
and emotional complex, Pound also defined the image in another way
In the September 1914 issue of “Vorticism." The definition was
r

Pound's way of explaining how "In'a Station of the Metro" was
Created; it too is consistent with Elfot's "objective corredative”:

-+« I was still trying, and I found, suddenly, the

expression. I do not mean that I found words, but

there came #n equation. . . .I dare say 1t is

meaningless unless one has drifted into a certain

vein of thought.43
Pound's explanation of creating as a "passive" process is echoed in
the "passive attending" Eliot refers to Canto XV of the Inferno in
his essay "Tradition and the Individual Talent" (1919):

N

The Tast quatrain gives an image, which “came,™
which did nhot develop simply out of what precedes,
but which was probably in suspension in the poet's
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mind until the proper combination arrived for it to

add itself to, The poet's mind is in fact a receptacie
for seizing and storing up numberless feelings,
phrases, images, which remain there until all the
particles which Ran unjte to form a new compound are
present together.44

Besides focusing attention on the nature of the image and the
kind of cadence imagexy was to be set to, Eljot's early essays also

deal with the kind of speech that should be used for poetry in the,

twentieth century. Coffman has pointed out thaf "Like Hulme, 1ike
Hueffer and the Imagists, [Eliot] believed thit one of the principal
efforts of contemporary poétry should be 'to recover the accents of
direct speech.‘“45 (E]ibt made this statement in an essay called
"Reflections on Contemporary Poetry" which was printed in the
September 1917 issue of The Egoist.) That he adhered to this
principle throughout his poetic career is shown in his 1944 essay
“What is a Classic?”. "When an author appears, in his love of the
elaborate structure, to have lost the abi]ify to say anything simply

. the writer is losing touch with the épokeﬁ laﬁguagei“‘s Eliot's
emphasis upon the use of common speech agrees with the 1915 Imagist
principle: "To use the language of common speech."‘7

Related to this emphasis upon the use of contemporary common

speech was the Imagists' and Eliot's emphasis upon the use of ‘é;
contemporary subJecF matter. “Ulysses, Order and Myth" (1923) ;i
presents an early statement from Eliot on the topic of the .
contemporary versus the classic:

I think that Mr. Aldington and I are more or Tess

agregd as to what we want in principle, and agreed to

call it classicism. . . .One can.be '‘classical,' in a
sense, by turning avay from nine-tenths of the material
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which 1ies at hand and41ng only musmified 7
stuff from a museum. r one can be classical in
tendency by doing the best one can with the material

at hand.48 ,
_Eliot insists that the imagery of modern poetry must be contemporary,
urban, and that it must issue from common life. His "Baudelaire"

(1930), for instance, praises the Symbolist poet for "the use of

g 49

imagery of the sordid life of a great metropolis. Eliat's

position on subject matter is like the Imagists':

To allow absolute freedom in the choice of subject.

It is not good art to write badly about aeroplanes and
automobiles; nor is 1t necessarily bad art to write
well about the past. We believe passtonately in the
artistic value of modern life, but we wish to point
out that there is nothing so uninspiring'nor so old-
fashioned as an aeroplane of the year 1911,50

Eliofs early essays reflect another central Imagist tenet,
that which holds that the image must function as speech and not

merely as ornament. In his 1914 essay on "Vorticism," Pound wrote:

"The point of Imagisme is ihat it does not use images as ornaments.
The image is itself the speech.“51 Eliot's view appears in his

essay “Studie; %n Contemporary Criticism," which appeared in the
October 1918 issue of The Egoist: "Metaphor is not something applied
Exte?;ai1y for the adornment of style, it is the 1ife of style, of

Q“SZ "Tradition and The Individual Talent" (1919),

language. . .
the most famous and probably his most important early essay, shows
evidence of Imagist influence. The essay defines poetry as ". . . a
concentration and a new thing resulting from the concentration of a
very great number of experiences. . .“53 A similar emphasis 1s
given to concentration in the sixth principle of the Imagist doctrine:

"Finally most of us believe that concentration is of the very
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essence of poetry."54
I have argued, then, as the first steps in an inquiry into
Eliot's account with the Imagists, that while their theories did not
affect his own poetic practice, they may well have contributed to
the critical views. In his early essays -- those written between

1917 and 1923 and printed in such journals as The Egoist and

The Times Literary Supplement -- Eliot's thought turns around the

critical questions central to Imagism. His early essays can be seen
as.representing a critical position which in its major points sounds
very much like that outlined in the various statements of Imagist
principles. Those points persist in Eliot's criticism, too:
although he modifigd some of his views radically, such later essays
as "Baudelaire” (1930) and "What is a Classic? (1944) stick to some
of the ground Eliot held in common with the Imagists. .

But what of Imagist theories in practice, of the Imagist poems
themselves? It has been agreed that in specific instances, Eliot
is indebted to them. (See above, for instance, pp. 9-14) It is my
contention, however, that while Eliot may have incurred very specific
minor debts to the Imagist poets, in the same way as he did to
dozens of other poets, or at least o several who inspire the
“compound ghost" of his Little Gidding he did not derive his style

~ from Imagist theory.

William Pratt describes the central success test for the
Imagists. For them, he ;ays, ". . . the test of the image was that
it be rendered exactly, 1n.as few words as possible and with the

maximum of visual content. . . .The sparer, starker, more striking
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the image, the better the posg"ss For the Imagists, as an
examination of their poems can reveal, the spare, stark, striking
image was completely dominant. Every other element of an Imagist
poem is subservient to that. Imagist poems can be seen, in geinerﬂ;
to take three forms. In one, the image is itself the poem,
sufficient and complete as an image. Sometimes, several separate
“images” are strung together to make a collection of "images."

(By "image," here, I mean an “intellectual and emotional complex"
which evokes a single sense experience.) In another, a dominant
image is attached to a comment on it, a prosy statement which is not
integrated with the image but is, apparently,merely appended to ft.
In the third, the poem depends upon t;he comparison of images, either
on the simple comparison of two “things" to one another, or the more
complicated comparison of analogy, which involves a Tikeness between
"ratios" or two sets of two-part statements. In all of these levels
of imagist poems which I shall jllustrate shortly, the image is )
concrete and visual, and it is also detached. It is not usually -
Part of a temporal sequence or an item in a "scene” or the embodiment
of emotion. “~Ihe "image" in all of these poems is language used to
evoke a single intact sensory experience, and all three of these
kinds of Imagist poems exist to feature the image in {ts singleness.
Even in the last, the image set fn an analogical relationship, the
point is separateness, differencei!dgtachmﬂti In metaphor, an
image {s transformed; 1ts continuity with its changed shape 1s
emphasized. In analogy, however, an image is held in isolation, and

the "other” element in the comparison exists to emphasize that fact.
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‘Edward Storer's "Street Magic" is an example of the single

image complete as poem:

One night I saw a theatre,

Faint with foamy sweet,

And crinkled loveliness 56

Warm in the street's cold side.™ .
Although Storer provides several details about the theatre, telling
us that it is "faint,” "crinkled” and “lovely," and somehow "warm,"
only one image emerges from this poem. The poem is weak not only
because of its dependence upon a single image set adrift from social
and emotional context except for a hint of sentimentality (*faint,”
"“sweet," “warm"), but because this single image has so little
.strength. Theiimage evoked is not precise or very vivid. It is not
at all clear what 1s meant by "foamy sweet" or how this could make a
theatre "faint.” The “"crinkled loveliness” makes only vague
refefence to what might be an ornamental architectural style. The ~
juxtaposition of “crinkled love}iness* and the theatre's “warm"
quality is not made very smoothily -- can it be.that the quaint but
attractive "crinkled loveliness" of the theatre makes it human :an‘d
distinct among the other commercial angular buildings of the street?
In thé poem the "faint" outlines of the theatre as seen in mist
suddenly.turn into the more detailed architectural "crinkled
loveliness” which turns into the “"warm" part of an anatomical
metaphor in which the street is the "side." What then is the "body*
in t;h1s‘ metaphor -- a town with only two s'.treets for its two sides?
'Storer's ;;oem suffers from the slightness of the 's‘ingle image poem

and lacks the strength of the form.
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Aldington wrote a series of six brief PD!"!S titled "Images."”

Each of them is an example of the Imagists' belief in the single
image as poem. In each poem ar simple comparison is made between the
visual image in nature and an aspect of the speaker's human
situation. The poems vary in their degrees of success. The lop-
sided structure of 111, with its flat final Tine, makes it weaker
than I1I:

II

The blue smoke leaps

Like swirling clouds of birds vanishing.

50 my love leaps forth towards you,

Vanishes and 1s renewed. '

111 .

A rose-yellow moon in a pale sky

When the sunset is faint vermilion

In the mist aﬁcng the tree-boughs,

Art thou to me.5
The weakness of the Imagists' poems (not their principles) is
evident in the last poem. A simple visual image, vaguely compared
to a person, results in a soperficial, unsatisfactory poem.
Because the images are not tightly bound in a structure, the poems
are not organic wholes: fragments are simply added one to another.
A comment or comparison added to an image is weak poetry.. Images
based on m;etfphar or bound to other images and the total context of
‘a poem involve transformation. Images based on metaphor can create
new gonnotations for words -- new meaning is created by the
connection of elements. This transformation "fuses" the parts of a
poem so that, ag Elfot said, "a total effect" is produced. There
1s 1ittle power and no creative addition to the language in a poem
that simply describes a scene and adds:: "Art thou to me.” "The

N

-
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method of the Imagists,” Harold Monro wrote in 1915, "is to model
little detached patterns of words; one such pattern may be left
single and called a poem, or several of them may be grouped
together."sa
Richard Aldington's “Poem” which, in fts title s an assertion
of a position, shows the loose stringing together of “little
1)

detached patterns of words." This poem, like some other Imagist
work, includes a human element. The "you" of the poem is introduced
and is spoken of in terms of metaphors drawn from the natural scene
being described:
| I have drifted along this river

Until 1 moored my boat

By these crossed trunks.

Here the mist moves

Over fragile leaves and rushes

Colorless waters and brown, fading hills.

You have come from beneath the_trees :

And move withip the mist, R

A floating leaf.

0 blue flower of the evening,

You have touched my face

With your leaves of silver.

Love me, for I must depart, B
' (p..74)

Pound's poem "Fan-Piece, For Her Imperial Lord" is a two- image

poem in which one visual image is siily compared to another visual °
image, and 1n a way similar to Aldington's "Images," the resultant
image is compared to an aﬁiﬁuaui "you":

0 fan of white silk, 7
clear as frost on the grass-blade,

You also are laid aside.
(p. 58)
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The white silk fan {s described or further delineated by its
comparison with frost on grass. It is suggested that the "you" is
similar to the fan in sharing a white, translucent beauty, and in
being similarly "laid aside" and neglected. -~

A good example of images in analogical relation 1s Pound' s
fmus Imgist poem: 4 :
In a Station of the Metro

The apparition of these faces in the crowd;
Petals on a wet, black bough.
(p. 50)

This poem is more developed and stronger than the previous examples

[

of Imagist work partly because of the vividness of the images,
partly because of the evocative quality of the images and partly
because of the iﬂteracti_nn between the images. The first image is
‘being compared to the second image in two ways: the faces in the
crowd are like fhe petals on the bough. In spite of the
simitarities bétween the faces and the petals, t.he‘ tension or
strength of the poem pivots on the contrast between the two images.
Both the faces in the crowd and the petals on a wet black bough are
"heightened,* and particularly distinct for the poet #.The way in
which pale petals stand out against a wet black bough is the way tl‘e
faces in the crowd stand out in the poet's vision or “apparition.”
Another shared characteristic of the faces and the petals {s their
transience. Just as the petals will be scattered from the branch by
the wind and rain, so too, the faces M the crowd will move from
this "frozen* m&nt of apparition and scatter, dispersing the

crowd they once were a part of. This very transience is, of course,
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also a feature of a moment of 'appéritian_“ The faces and the petals
are also similar in each item being single and part of a whole. Each
face and each petal resembles the other faces and the éther petals,
yet each is distinct as well. The caTericf the faces is pale
against the darker mass of the crowd Just as the petals are pale
against the darkness of the wet bough. The faces and the petals are
similar in shape -- batg}are somewhat munded;vin a crowd faces can
be seen as separate, rﬁund shapes,fér the face is more or less the
only part of the body seen in a crowd, Pound's analogy is multi.-
layered in meaning; the many levels bind the images together in a
close interaction in which the faces appear to be framed by petal
outlines and the outlines of petals appear to reflect faces. Pound's
; poem has become so famous and efteniqﬁated because it makes the most
of the strengths of the Imagist poem: a hard, clear precision of
image. The poem also goes one step beyond Imagist theory in
presenting images which interact with each other.

M.D.'s “Oread” is also a very developed Imagist poem. It 1s
one of the finest Imagist poems for in it two images merge into a
" single very vivid image:
thri up, sea --
whirl your pointed pines,
splash your great pines
on our rocks,
hurl your green over us, )
cover us with your pools of fir.

. (p. 61) |

In this poem, the image of the turbulent sea with its high, pointed
waves overtakes the image of the high-pointed pines till the two

become one in shape and colour: “pools of fir." This merging of
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images and the resuitant transformation to a new image is rare among
Imagist poems. The Imagist poems which have enduring value are
those rare single-image poems which are dazzlingly strong like
Pound’'s "Apparition" or those few Imagist poems which include
complex relationships among images such as in H.D.'s “pools of fir."
In his ess;y "Dante® (1929), Elfot gave his view on {solated

visual images: “And clear visual images are given much more

intensity by having a meaning. . . i“sg Eliot is referring to the

meaning which an image derives from its connection with an e-ﬂFian

or with anything outside itself. Coffman refers to "Reflections on
Contemporary Poetry" (1917) to exp?ain Eliot's position on the use

of images by his contemporaries in Britain and the U.Sy '

Eliot distinguished two ways in which the problem of
subject attitude, and diction had been solved by his
centemporaries., The American solution was "to arrest
at the object" without relating it to any emotion.
This, of course, often results in a superficial,
descriptive objectivity; it was Amy Lowell's
externality, explained more succinctly than she had
een able to explain it. The English poets, on the
other hand, solved the problem by concentrating their
attention upon the trivial, accidental, or commonplace
the result being an unliterary, canversationaiﬂidiniiﬁd

Elfot's judgment is borne out by a survey of Imagist poetry from
both the U.S. and Britain. The Americans' tendency to “arrest at the
object" without relating it to any emotion is evident in some of

William Carlos Williams' work:

The Locust Tree in Flower Poem
Among S As the cat
of e climbed over

green = the top of
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stiff . , the jamcloset
~old . first the right
bright o = forefoot
broken ‘ carefully
branch _ R then the hind
q come : ) stepped. down
white * ' into the pft of
sweet , the empty
May ! flowerpot ,
. (p. 81)
again. ,
(p. 791

Both of the§e‘poems are iimited by their concentration on the visual
to the exclusion of related emotion, although "The Locust Tree in
Flower® shows & flicker of emotion in the fourth stanza. The work
of Amy Lowell, another major American dmagist, shows an even greater
tendency toward what Eliot called her "externality": |

The Pond |

Cold, wet leaves

Floating on moss-colored water

And the croaking of frogs -- ,

Cracked bell-notes in the twilight.? ,

(p. 90)
Although not all of Lowell's poems "arrest at the object" to this
~degree, some of them suffer from tacked-on emotion which remains 15?
the poem only by ;5sib1e strain; An example af this problem is
"A Lover”: “If I could catch the green lantern of the firefly/1
could see to write you a letter" (p. 91).

The British Imagists' tendency to focus on the trivial or
copmonplace, resulting in an “unliterary, conversational idiéﬁ.‘ cai
be seen in Lawrence's "The White Horse." Although several of N
Lawrence 's }Sagfst poems are filled with lovely images, his uo;ﬁ

sometimes slips into the trtvia):
'
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The youth walks up to the white horse, to put its halter on
and the horse looks at him in silence. o
They are so silent they are in another world. 7
(p. 99)
In general, then, the Imagists used single concrete images as poems ,
or, in longer poems they linked images in obvious relation by

__Comparison or analogical connection. It is evident that although the

e

R

Imagists' strong emphasis upon the "hard and clear” image was
important to English poetry, they used these images in rather simple
ways.

It must beirémenberedrtbatvE11at came to Lozgan with a style. ™
Pound was aware that Eliot . . . displayed great tact or enjoyed
good fortune in arriving in London at a particular date with a formed

61 Eliot’s style included a much more complex

style of his own."
concept of the image than that of the Imagists, partly because of

his early influences. By the time he encountered the Imagist group

in London in 1914, Eliot had already written six major poems :
“Caé;ersatian Galante" (1909), “Portrait of a Lady" (1909-1910), + -
“Pre]udés" (190921911); "The Love Song of J. Alfred Prufrock” (1909-
1911), “Rhapsdhy on a Windy Night" (1911j. and "La Figlia che Piange"
(1911)i62 These poems show as much clarity, precision, and
directness as Imngist!poens do, and they make it clear that before

he read about or met the Imagists, Elfot had already become aware of .
the importance of the single concrete image and had already gone
beyond this concept to the use of images "in context.” His
Insistence on precision probably derives from Pater and the

symbolists, the same influences the Imagists had. In spite of their
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agreement on the importance of the image, Elfot and the Imagists
differ in their use of imagery. Eliot did not use the single image
as poem; even his earlier major poems use imagery in a more complex
way than the Imagists did. His work shows an Imagist emphasis on
exactness, directness and clarity of imagery, but he uses the image
as a building block with which he constructs a whole. He never
presents the stark image devoid of human content or social
implication as a poem. As Pratt explains:

Imagist poetry aimed at complete objectivity, leaving

out all rational and moral comment, for behind it was

the belief that only the image communicates meaning

. in the Imagist poem the human content is implied

rather than stated.63
In fact, in the Imagist poem, the human content is often absent.
Eliot had never been misled as some of the Imagists were into
thinking that the single visual image unconnected to emotion
constitutes a poem. The aspect of this poetry which most bothered
Eliot was the detachment of the visual imginaticng As we have seen
in some examples of inagisi poetry, and as Eliot explained {n
"Reflections on Contemporary Poetry" (1917),

. » . the American poet is fearful of betraying any

reaction beyond that revealed in the choice and

arrangement: the effect is that of an ingenfous

if sometimes pervarse visual imagination in complete
detachment from any other faculty.64

In Elfot's "hands the image is something more complete and more

complex than a simple visual in
Although "Conversation Galahte" is governed by Laforguean frony
and satirfc conversation, and “La\Figlia che Piange" is

characterized more by a symbolist uggestiveness than by the use of
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precise images, the other four early major poems use very precise
images. “Portrait of a Lady" shows precision in imagery of both a
visual, concrete nature and of a psychological nature: "And four
wax candles in the darkened room,/Four rings of 1ight upon the
ceiling overhead" (p. 18); -STE has a bowl of 11lacs in her Fﬂﬂ!é_
And twists one in her fingers while she talks" (p.- 19). "Preludes"
offers a series of sharp and related images: "The burnt-out ends
- of smoky days" (p. 23); ". . . the’saudust-tramp]ed street" (p. 23).
Coffman points out the imagistic features of this poem:

The "Preludes" especially are reminiscent of one aspect

of Imagism: they treat their subjects directly by

depending upon the image to communicate meaning to the

reader; their impact is explained by the imagery which

the reader sees, feels or even smells for himself K , . .

The tone of the poem is established by the succession

of images and, like much Imagist verse, this is

descriptive; but the selection of images 1s so careful

and representative that they assume a 1imited symbolic

range -- they become analytical rather than merely 65

descriptive . . . they evoke rather than describe. . . .°°
Coffman's opening statements are valid (but he is wrong about when
the poem was written as he claims that “Preludes” and "Rhapsody on a
Windy Night" were written after Eliot arrived in England),
Coffman's analysis also draws attention to the way in which Elfot's
work often combines the exactness of images that characterized the
Imagists' work and the suggestiveness of symbol he learned from the
symbolists. In fact, it s likely that Eliot first learned about
the importance of both from the symbolists and in particular from
Baudelaire, to whom he refers as his first ma jor influence. In
Prufrock we find the 1

"And when I am formulated, sprawling

and wriggling on the wall" (p. 15). The

on a pin,/When I am pi
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precision of "formulated" and "pinned" leaves no question of the
particular emotion or the particular position Prufrock finds himself
in. The exactness of "sprawling” and “wriggling” emphasizes the
helplessness resulting from the rigidity implied by the first two
words. “Rhapsody on a Windy Night” includes the wonderfully precise
image: “And you see the corner of her eye/Twists 11ke a crooked pin®

(p. 26). Grover Smith sees this poem as a series of images:

g who, experiencing
ﬁizes in response to
ousness, corresponding
£5," which marshangthe
n of subjective duree.66

"The Rhapsody” has for speaker a
a "vision of the street,” solilo
visual images. His is the cons
to that of the women in "Prelu
flickering images into a patt

There are several examples of Elfot's use of images in complex
patterns in these poems. |

' Elfot differed from the Imagists in that he was always concerned
with structure as well as with image. Pratt points out that

“Williams felt . . . that 'Imagism failed because it lost structural
wb7

!

Imagist emphasis on the hard, clear image (of hi§ own discovery) in

necessity'. . . It can be said that Eliot was using the

the long poem. One of the major differences between Eliot's pre-
1914 poems and the Imagists' work is the difference between the
short and long poem. William Pratt provides a general comparison
of the Imagist poem to the long poem: "The plot or argument of .
older poetry is replaced by a single dominant image o'r a quick
succession of related images; its effect is meant to be ~

Instantaneous rather than cumulative.*5® E11ot made use of related

images but he g]so‘understood that this effect is not the same as

the instantaneous effect of non-relational images operating by th
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"logic of the imaginatfon.* Pratt sees all of the longer and best
modern poems as developments of Imagist theory:

Indeed, after all, what are the longer poems of

Williams, Pound or Elfot but aggregate Imagist poems,

set in a sort of mosaic pattern around a dominant image --
a super-image, like The Waste Land, for example, or
arranged in successive "ideograms” as in the Cantos?

And even the longest of them, in Will{ams' Paterson,
Pound's Cantos, or Elfot's Four Quartets, the effect ,
of instantaneous perception or simy] anefty is as notable
as in the shortest Imagist poem. . . .69

Peter Jones believes that Elfot's preface to Anabasis holds the clue
to the relationship between the Imagist poem and the long poem:

A further aspect of the problem of imagistic writing in
contemporary poetry is the problem of length. . Imagist _
poetry is concise, tight, and precise, with no narrative.
How does it cope with a subject of considerable
complexity? Eliot supplied a clue in his preface to his
translation of St.-John Perse's Anabase: *Any obscurity
of the poem, on first readings, Ts due to the suppression
of 'links in the chain,' of explanatory and connecting

- matter, and not to incoherence or to love of crytogram.
The justification of such abbreviation or method is that
the sequence of images coincjdes and concentrates into
one impression of barbaric civilization. The reader has
to allow the images to fall into his memory without
questioning the reasonableness of each at the moment; so
that, at the end, a total effect is produced. - Such

. selection of a sequence of images and ideas has nothing

chaotic about it. There is a lcgjg of the imagination
as well as a logic of concepts."’0

Certainly, the “logic of the imagination" is one of Eliot's ways of
incorporating Imagist poetic theory into the Tong poem.
One of the anticipated problems in the long poem dealing with

“a subject of considerable complexity" is the lagé of immediacy. A
short poem can be comprehended all aE once. The long poem, cnﬁsisting
of logically connected parts, cinnot be held in total in the mind a£
once. Its impact is fragmented if the number and complexity of its
Pawts prevents all sections from being held together in the mind at
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one tine.” Eliot's theory of the "logic of the 1nagination.“
.expressed in the Anabasis preface, asks the reader ﬁ@ suspend active
concentration on logical sequence, and passively to "allow the
images to fall into his memory without questioning the reasonableness
of each at the moment." :lthﬂry suggests that a long poem,
organized with the "logic of the imagination," depends upon a non-
Tinear “total effect" rather than on a Togical sequence. This is the
clue to the success of the long poem. Helen Gardner recognized

Elfot's achievement in Four Quartets. Her explanation of the poem's

success is akin to the "logic of the imagination*:

. . Mr. Eliot has found . . , a solution which may
greatly influence later writers, of the problem of the long
poem. He has freed it from its dependence on a subject
that can be expressed in non-poetic terms. In lyric
poetry, particularly in brief lyrics and songs, it is
often true to say that the subject cannot be separated
from the poem; but the longer meditative poem has usually
to find a subject which is separable from the poetry,
though often of little interest in itself when so
separated. . .* .But with Four Quartets we cannot
summarize the argument nor can we say "what happens.*

Mr. Eliot has not given us a poem of philosophic argument,
though his poem includes philosophic argument. He would
probably assent to Keats's confession: "I have never
yet been able to perceive how angthing can be known for

~ truth by consequitive reasoning.?2 :

There was a reason why his early style is in agreement with
the Imagists or incorporates many of their theories, as proven in a

number of studies: he shared a common background with them. What

[ 4 _
might be seen as "Imagist" in Eliot's early poems may have come from
Poe or the symbolists or Pater or the Romantics. About Poe's effect

on his }work.l Eliot wrote: "I can name positively certain poets whose

work has influenced me . . . but about Poe I shall never be suﬁ“‘.73
e

however, he also expressed the belief that Poe's essays on poetry

*



9

deserve consicler*at‘lon.74 In the "Poetic Principle” (1850) Poe

argues in favour of the short poem. Eliot's answer to this position
is?
Yet it is only in a poem of some length that a variety
of moods can be expressed; for a variety of moods
requires a number of different themes or subjects, related
either in themselves or in the mind of the poet. These
parts can form a whole which is more than the sum of the
parts; a whole such that the pleasure we derive from the

reading of any part is enhanced by our grasp of the
whole./5

Eliot's notion of the "whole" in this essay is very like the “to:al
effect” of his Anabasis preface just as his reference to themes
which are "related either in themselves or in the mind of the poet®
echoes his "logic of the imagination.” Eliot's concept of the Tong
poem as an organic whole, connected by t;t “logic of the
Nimagination," 1s the clue to his use of imagery in-his poetry. Onm
this issue, Poe's only effect may have been to sharpen Eliot's
argument for the long poem. }
Like the Imagists, Eliot also learned from Baudelaire and the
symbolists. Eliot read Baudelaire for the first time in 1907 or

1908,7% and explained 1n a 1944 interview in La France Libre

“. . . that if he had not discovered Baudelaire, and the 1ineage o"

Baudelairian poets, he belfeved that he would not have become a

w7

writer. In his 1930 essay, “Baudelaire," Eliot praises the French

poet for his main contributions to modern poetry (and to him):

. - . he gave new possibilities to poetry in a new
stock of imagery of contemporary 1ife. . . .It s not
merely in the use of imagery of common 11fe, not
merely in the use of imagery of the sordid 1ife of a
great metropolis, but in the elevation of such imagery
to the first intensity -- presenting it as it is, and

-
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yet making it represent something much more than
itself -- that Baudelaire has_created a mode of release
and expression for other men.78

Elfot's other main symbolist influence was Jules Laforgue,whom he

discovered in 1908 in Symons' The Symbolist Movement in_Literature;

he immediately ordered three volwmes of Laforgue's mrkjg
Eliot himself stated the importance of this stage in his develop-
ment: “The form in which I began to write in 1908 or 1909, was
directly drawn frem the study of Laforgue together with the later
Elizabethan drama; and I do not know anyone who started from exactly
that=p01nt.“m 7
Pater's "Essay on Style" (1888) may have influenced Eliot as
well as the Imagists. In his essay Pater referred to the use of a
"frugal closeness of style" and the “.ju::;t spacing out of word to
thought. . . “81 About directness in diction he wrote: *. . .
there will be no uncharacteristic or tarnished or vulgar
decoration, permissible ornament being for the most part structural

A

or necessary. . . ." (pp. 14-15), and about (:éncentratiun: "For in
truth all art does but consist in the removal of surplusage. . . .*
(p. 16). One cannot overlook Pater's reference to “relatives” and
“correlatives":
One seems to detect the influence of a philosophic
idea there, the idea of a natural economy, of some
pre-existent adaptation, between a relative, somewhere
in the world of thought, and its correlative, somewhere
in the world of language. . . . (p. 27)
Pater's writings on the perception of the artist sound 1ike
Elfot's "unified sensibility” in which the poet's mind is

"constantly amalgamating disparate experiance“az:
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Then, 1f we suppose an artist, he says to the reader, --

I want you to see precisely what I see. Into the mind

sensitive to "form," a flood of random sounds, colours,

incidents, is ever pentrating from the world without,

to become by sympathetic selection, a part of its very

structure, and, of that other world it seems so

steadily within. . . B

(p. 28)

Contemporary studies have pointed out that Pater's 1nf1uenée can be
seen)in many of Eliot's theor1es.83 Pater's emphasis on economy of
style and directness of diction may have helped make both Eliot and
the Imagists aware of their importance.

Some of the ideas held by Elfot were spoken of by the
Romantics. In his essay "The Structure of Rui;ntic Nature Imagery,"
W.K. Wimsatt refers to “an 1l'|positian of image upon 1mage,"84 a
process not unlike Elfot's "logic of the imagination.” Although
Eliot adnired much in the work of the metaphysicals and spoke

he never felt that classicism and romanticism

highly of classic

were natural Qpposites as Hulme and others did: “We agree, I hope, /

sm' 15 not an alternative to 'romanticism’'. . . .*8%
As a poet wholspoke of the "logic of the imagination,” and whose

- work can be said to favour “implication rather than overt sutegﬁt“_
and to emphasize "directness of sensnryapt;gsentatian,‘sé Elfiot can |
be said to have proceeded from the Romantic tradition. M.H. Abrams,
in an e;ssay called "Structure amd Style in the Greater Romantic
Lyric,* quotes Wimsatt on a poin@ which sounds very much 1{ke
Eliot's later use of the imige. Abrams refers to "'simple
association . . . simply asserted' [which involves] the thought in

- the descr:1pt1ve &tails so that the design 'is latent in the

multiform sensuous p'lcture.“'87 The design of “"descriptive details"



\

35

in Eliot's poems can be seen beneath the "multiform sensuous
picture.” Abrams also draws attention to the agreement be tween
some of Coleridge's ideas and those of the moderns. In 1815
Coleridge wrote: “The common end of all narrative, nay, of all
poems, is to convert a series into a whole."® 0n two 1ssuas
esphasized by the Imagists, the use of common, unornamented speech,
and the union of the intellect and the emotions, Abrams quotes
Coleridge from the Biographia, in which the latter says of Bowles
that he “'combined natural thoughts with natural diction; the first
who reconciled the heart with the head.'*8% A study of the
Romantics suggests that there is a history behind many of Eljot's
i. &
.and the Imagisgs™ poetic theories.

Apart from Pound's effect as a member of the Imagist group, his
effect on Eliot was distinctive in some ways and warrants separate
discussion. It appears that Pound's first involvement with Elfot's
work was not a very useful one:

- .-« the first products of that association,

included in Prufrock and Other Observations along

with his previous work, were unimportant. The

earliest of these, "Morning at the Window" : . . tries
to recover the atmosphere of "Preludes” and the
"Rhapsody": 1its vocabulary is similar, but the effects
are inferior owing to the impression of {ts verba)

conceits. . .". This was the first poem in which Elfot
showed any indebtedness to Ezra Pound. . . .90

What is not always acknowledged 1s Pound's contribution to Elfot's
second book Poems-1920. .K.L. Goodwin quotes Pound on the theoretical
collaboration he and E11ot were involved in prior to publication

of this book:



That is to say, at a particular date, in a particular
room, two authors, neither engaged in picking the
other's pocket, decided that the dilutation of vers
libre, Amygism, Lee Masterism, general floppiness had
gone too far and that some counter-current must be set
going. Parallel situation centuries ago in China.
Remedy prescribed "Emaux et Camées® (or the Bay State
Hymn Book). Rhyme and regular strophes. Results:
Poems in Mr. Eliot's second volume, not contained in
his first "Prufrock” lEga?st, 1917), also *H.S.
Mauberiey. "91 B

Perhaps Pound has most accurately named the direction of the flow of
influence between him and Eliot as a twb-way influence in which "two
authors, neither engaged in picking the other's pocket, decided
.M
Goodwin views similarities between Pound's and Elfot's work as:

- - . similarities of ideas rather than of words.

They could, therefore, be plausibly attributed simply

to Elfot and Pound's sharing of certain attitudes to

the art of poetry, rather than to an influence of

Pound's poem on Elfot's.92
Goodwin also refers to similarity of tone between some of Pound's
and Eliot's poems:

The same tone occurs in Elfot's verses so promptly

after his meeting with Pound, that the natural

assumption is that Eliot was influenced by Pound. 93

But beyond this there 1s little trace of influence.
It 1s with the labels of “"similarities” and "collaboration* that I
view the fact that both Elfot and Pound published long poems after
1914. Although Pound had been the leader of the major phase of
Imagism, after 1914 he began to consider the Tong poem. “Homage to
Sextus Propertius” was first published in 1919 and this was
followed by “Hugh Selwyn Mauberley” in 1920. The latter poem 1is
written in quatrains as are the Sweeney poems and many other poems

in Elfot's Poems-1920. No doubt these poems were the products of



Elfot's and Pound's determination to get back to "Rhyme and
regular strophes,” although Eliot does not seem to have made as
Successful use of the form as did Pound. Ca‘nsidering Eliot's six
long major poems, written pre-1914, one certainly cannot make a case
for Pound's having initiated Eiiotiin the use of the long poem.
ATthough, as Goodwin points out, Eliot's gratitude to Pound
for help with pub?ic:atian made him over-estimate Pound's influence,
Pound's editing of The Waste Land had a significant effect on tfg

mg‘ The Waste Land can be seen as part nf the "later |

developments” which received stimulus from the Imagist movement, and
which, as a result, can be considered, as C.K. Stead ;131!5; one of
two ", . . occasions on which [English poetic tradition] has become
pure Iugei"gf' It was Pound's edit{ng of the poem which was largely
responsible for the preservation of precise images and passages of
“the first 1ntensity"§5 and the loss of more diffuse material. The
principles evident in Pound's editing correspond to the Imagists'
emphasis upon the presentation of hard, clear images through the use ~
of exact diction and concentrated hvmgma?ngei97 Contemporary studies
of The Waste Land confirm this feature of Pound's e::litflng.gé Although

some critics, 1ike Goodwin, maintain that “With these techniques of
imagism and the ideograsmic method at his disposal before their
meeting, Elfot could learn 1ittle from F'@uf’ud,“99 it is history that
his assistance wiéh the publication of Prufrock, his editing of
laste Land, and his role as a thinking, comrade poet made Pound

an important part of Elfot's career as a poet.



Elfot's arrival in London':ﬁﬂ a style cannot be over-
ewhasized. Stanley Coffman's researchy has convipf:ed him that Eliot -
was even more aware of the importance of the image than were the
Imagists. He quotes an article called “Observations® which
appeared in The Egoist, May 1918, under the signature T.S. Apertyx:

Early published articles show that, even more fully

than Pound, he [Eliot] understood the nature and

function of the image in verse. Of Mina Loy, he

wrote: "she needs the support of the image, even if

only as the instant point of departure; in this poem she 100

becomes abstract, and the word separates from the thing."
By that date, 1918, Eliot had been exposed to the Imagist principles
but his application of their theories outstripped theirs. Althoug\l-r
Elfot named Imagism as the starting point of modern poetry, the
m’:ement was not a starting point for him.” Their theories may have
beenp a beginning for other modern poets but Eliot had had many
"beginnings" by the time he met the group. I think that Eliot
introduced modern poetry. into Eng];ﬁd and that his theory and use of
the image was far more significant for modern poetry than that of
the Imagists. Although Pound later became interested in the Tong
poem, until 1914 he and the other Imagists seemed to be working hard
to properly hammer out the single image.and to perfect their two or
four-1ine poems. By that date Eliot was combining images in more
complex patterns than the serial relation of the Imagists' work.
C.K. Stead supports the view that Elfot's use of Imagist theory
" ‘surpassed Imagist achievement:
| In his attitude to the public Elfot aligned himself with -
the Imagists -- though in this as in all else his

opinions were more flexible, more maturely thought out,
and more brilliantly stated than those of his fe‘llouq

‘ poets_]O]
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A recent article by John Fuller, far from suggesting that
Elfot learned from the Imagists, points out the ways in which he
feels their work was inferior to the poetry written by Eliot and the
moderns :

. The Imagists, are, on the whole, vague, moonstruck,
picturesque. It is not clear that their minifaturist
metaphors could ever sustain a weighty subject or a mood
that was not evanescent . . . they turn out to have
very little to write about: the reader sated with airy
exbortations or Japanese urban fantasies rushes to a
poet 1ike Hopkins to remind himself of what images can
really be 1ike. It is in various neighbouring or
derived traditions that the importance and signtficance
of their objectives bear fruit. . . .

Images presented to the reader, intended to work
directly upon his sensibility without the mediation of
argument or explanatory syntax, derive in W.C. Will{iams
or T.5. Eliot from a fully and richly imagined world of
mundane or cultural complexity.102 ~

On the subject of Imagist influence on Elfot, Grover Smith

states: “The early poetry of T.S. Elfot, before 1915, depicts

attitudes typical also of the laterg“]?g This could be said of
Elfot's poetic style as well as of his attitudes. Eliot's teachers
were the same as the Imagists' teachers -- chiefly Baudelaire and
the;Symbciists. with Pater and the Romantics in the background.
Judging from Elfot's poetry from before 1912 (“Conversation
Galante," “"Portraft of a Lady," “Preludés," "The Love Song of J.
Alfred Prufrock," "Rhapsody on a Windy Night," and “La Figlia che
Piange"), Elfot learned his lessons better than the Imagists did.
Eliot learned to combine the suggestiveness of symbol with thg
precision of image. Pratt offers Taupin'sMistinctions between

symbol and image:
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Taupin also pointed out the different use of poetic

imagery in Imagism and in Symbolism. The Symbo1ists )
used images as part of a poem, the Imagists thought of an \;
image as a complete poem. The Symbolists tried for
diffuseness and suggestiveness; the Imagists insisted

on concentration and directness. . . .But it was Taupin's
conclusion, that however great the divergence of

technique and language, "between the 'image’' of the

Imagists and the 'symbol' of the Symbolists there is a
difference only of precision*104 -

In 1974 Thomas Rees outlined his view of how Eljot gained the upper
hand in image-making in the early part of the century:

Superadded to what he had from Laforgue, the precise
images of Dante and Gautier, together with the Imagism
of Pound and Hulme, helped Eliot in arriving at a
purity of image. . . .Unfortunately, the Imagists .
scarcely went beyond “the elaboration of a single

visual image"” or a series of such images, "in a compound
but not a complex relationship.”. . . Missing were the
intentional blurs and studied obscurities, the rich
symbolic aura of meanings, such as one finds in the
poetry of Eliot or Ha]l’arme’s Eliot no doubt recognized

these weaknesses in the doctrines and practice of the ]
Imagists. He therefore enriched Imagism; he rendered an
apt formula for expressin&mr& things without losing
Imagist precision. . . .1 '
Recent studies of the Imagists have drawn attetion to the
contradictions in their goals -- the value they placed upon
precision in imagery and the evocative power of S)ﬁh’]g]m Eliot
can be viewed as the msdern poet whose work resolved the contradiction
in these goals. David Dajches, in a 1940 study of modern poetry to
1913, provides strong support for the position that El{ot took

modernism to the Imgisté_ Daiches's thesis 15‘t:hat;

Their [Imagist] poetry lacked organic quality; it was

still and painted. But Elfot, one of whose dominant
qualities as a poet is his sense of form, gave Imagist
poetry a_dfalectic, . . .For Elfot, the image ts not
important merely as the concrete expression of something
seen; its quality 1s also determined by the requirements

of the poem as a whole and it combines with the other 107
images in the poem to produce a complex and dynamic unity.
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Daiches's study considers Eliot's placement of the image in a
complex context, an achievement more advanced than the work of the
Ingﬂists. and an achievement which restored the use of organic
. imagés to English poetry. In speaking about the images 1in
* “Prufrock” Daiches explains:

. . . these images give added meaning to future

images and the future images reflect back on these

images to complete the circle of meaning. /This is

what we mean when we say that Eliot gave imagism a

Dialectic. He is every bit as hard and precise

in his use of images as the Imagists are, but he

also gives his images an organic function which is

not to be found in onthodox Imagist poetry...

This quality of Eliot's is not of course, unique.

Most great poets use images organically. Yet it

was a quality lacking in both the Georgtans and the

Imagists, and he restored it to modern poetry.108

This chapter began with references to Eliot's attempts to chart

the history of the modern movement in poetry. His 1948 lecture
"From Poe to VaIe'ry" traces the development of modernism from Poe
to Baudelaire, Mallarmé, and Valéry to the English poets of the
1890's to the American and British modernists. Eliot thinks of
these writers as stages in the development of a specific line of
literary modernism, In his 1953 lecture on “American Literature
and the American Language,” Elfot referred to the Imagists as
“. . . a movement which on the whole is chiefly important because
of the stimulus it gave to later deveiapmentsg"mg It is true that
the Imagists' poems are of less importance today than is their
fmpact on later poets who began with the precise image and developed
their work from that point. As Pratt points out, Elfot's Four
Quartets and Pound's Cantos are nothing but "aggregate Imagist

/
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poems, set in a sort of mosaic pattern around a dominant image
.. 110 A1thog§h. as this chapter has shown, Eliot had a style
when he met the Imagists in 1614, his later work can be included in
the "later developments® which received some stimulus from the
Imagists, particularly in the person of Ezra Pound and particularly
in regard to Pound's editing of The Waste Land, the major poem in

English in the twentieth century. In fact, Eliot's 1ine of
development in the history of modernism beginning with Poe and

continuing through the French Symbolists has its culmination in his

own work. The Waste Land s the full development in English of the
use of precise images in complex patterns, or as Pound said in a

July, 1922 letter: “Eliot's Waste Land is I think the justification

of the 'movement,' of our modern movement since LQDQJJII
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IMMEDIATE EXPERIENCE
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When he was in Paris in the sugmer of 1911, Elfot decided that
he had to go back to Harvard to study philosophys] It was in June,
l913.>acc6rd1ng to his biogﬁapher. that he boqght Bradley's

Appearance and R 1ity. He read it, she presumes, "over the Summer
2

vacation.”” Between then and April 1916, Elfot wrote his doctoral

dissertation, Experience and The Objects of Knowledge in the

Philosophy of F.H. Bradley. By the time he published his dissertation

in 1964, as Knowledge and Experience in the Philosophy of F.H.

Bradley, he was, he said,“unable to think in [1ts] terninoIogy.'3
"Indeed," he said, "I do not pretend to understand it."* But the
work Elfot later referred to as his "academic philosophizing® left
a long-term and 1mporfant effect on his mind. Hugh Kenner, who first
drew attention to the value of the dissertation to students of
Eliot';jiork, estimates its importance:
From his mid-twenties til]l his late thirties . . .
[Eliot] kept his knowiedge of the philosopher's books
in repair, and his 1916 thesis . . . is evidence for his
unqualified ingestion of certain perspectives of Bradley's
which one does not discover him ever to have repudiated.
It would be surprising if this transient «loseness of
jdentification between himself and the philosopher had not
left an ineradicable stain on his mind; and it is
precisely as a stain, imparting colour to all else that
passes through, that Bradleg ts most discernible in
Eliot's poetic sensibility.
Anne Bolgan, who prepared Elfot's dissertation for publfcation. and
who is the author of the major study of Bradley's influence on
Eliot, sees the poet's "philosophizing” as even more firmly chained
to the literary work. "What one finds in the poetry of T.S. Eliot
is not so much the philosophy of F.H. Bradley," she writes, “as a

precise literary variant of it and of its central motifs."®



Elfot's work on Bradley has particular relevance to this
study: his dissertation’is, as Kenner puts it, "a closely argued
and widely documented account and defense of Bradley's position
concerning 'immediate experience,"7 a position which appears to
underlie much of Eliot's thought about imagery, especfally his
concern for a "total effect” of fmages. Eltot's study of Bradley,
séys Kenner, carried his thought into formulations which ", . .
deprive us of a simple rigid object to stare at, dangling in front
of a cardboard freize labelled 'context'. . . .*8 The Imagists had
seen the image, singly or sometimes in series, distinctly outlined
against a neutral background. Image and background were distinct
from one another and images stood alone or in simple relation to one °
another, Bradig§%§ concept of "immediate experience” altered or at
least strengthened Eliot's view of poetic images in complex relation
or bound in non-relational unity with one anether and the total
fabric of the poem 1n which they occur.

To exam{ﬁe Eliot's understanding of Bradley's notion of knowledge
and experience is to discover Eliot's vision of reality as patterns
of "things" in relation. Eliot opens the first chapter of his
dissertation with an assertion that he will “take up Bradley's
doctrine afg:i-igdiate experience' as the starting point of

w9

knowledge. Elfot begins his discussion with a general explanation

of knowledge or experience:

We think on the one hand of material presented to our
notice at every moment, and of the whole sftuation in
knowing as a complex with this datum as one of the
constituents . . . the various steps in knowing
described in an actual piece of knowing in the mind



of an adult man are abstractions, not known as
separate objects of attention. They all exist at

the same time; there®is no priority in our experience
of one element or another. . . .We do not find feeling
without thought, or presentation without reflection:
we find both feeling and thought, presentation,
reintegration and abstraction. . . .10

It is noteworthy that El1iot uses the word “complex" to describe the
relationship among the various aspects of an fnstance of knowing.
His use of the word insists on the presence, in knowing, of both ’
intellect and emotion and it recalls Pound's attempt to unify those
aspects of experience in his 1913 definition of an image as "an
intellectua) and emotional complex in an instant of time."n The
dissertation continues with an explanatioh of the union of thought
and feeling in Bradley's concept of knowledge:
But in order that it should be feeling at all, it must
be conscious, but so far as it is conscious it ceases
to be merely feeling. Feeling there”is an aspect, and
an inconsistent aspect, in knowing; it is not a separate
indissoluble phase. On the one hand, feeling is an
abstraction from anything actual; on the other hand
the objects into which feeling is differentiated have a
kind of union which they do not themselves account for;
they fuse into each other and stand out upon a background
which is merely felt, and from which they are continually
requiring supplementation.12
Although the part of the explanation which refers to “the objects
into which feeling is differentiated” seems to obscure Bradley's _
concept of experience, it is. followed by a description of unity
between objects and background which s essential to Bradley's
thought: "they fuse into each other and stand out upon a background
which is merely felt." . '
Following his explanation of the relationship between thought

and feeling in knowledge or experience, Eliot defines feeling in
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Bradley's words:

Feeling is “the general state of the total soul not yet
at all differentiated into any of the preceding aspects”
and again 1t is “any particular state so far as
internally that has undistinguished unity."13

Wollheim's interpretation of Bradley's concept of kﬁouledge clarifies
the meaning of "feeling” in the system. He tells us that Bradley
set up a hierarchy of knowledge or experience:

Within this hierarchy four different levels can be
discriminated. At the lowest level there is Feeling
or Immediate Experience: next the ordinary relational
thinking that Bradley finds so "inadequate*: then the
thinking in which all relations gre internal: and
finally at the top, thought tha€itranscends all
relations, or supra-relational thoughts.l4

Elsewhere in Essays on Truth and Reality., Bradley asks a question
which shows the way he thought the four levels in his hierarchy
were related to one another and the way in which they are all part

of a single concept: "Is there, in the end, such a thing as relation
which is merely ggtuee§ terms? Or, on the other hand, does not a
relation impTy dn underlying unity and an fnclusive whole"?]5
Feeling, then, in Bradley's system, is equated with Immediate

Experiehce. Wollheim explains why the two can be equated:

At the logically lowest level of human thought there is’
Feeling or Immediate Experience; a fused-like condition
in which all the differences and divisions that occupy
our attention in ordinary discursive thinking remain
sti11 undiscriminated.16

Wollheim claims that Feeling had a double significance for
Bradley, although the ®wo points of importance are closely related:

In the first place, it is important because it provides

the foundations on which all the higher, more articulated
forms of knowledge are constructed. Whatever in the course
of inquiry or. reflection we may come to know, we can

never get beyond or outside what is originally given in
Feeling.17
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Bradley gives particular emphasis to this point: “"The one Reality
is what comes directly to my feeling through this window of a

moment; and this also and again, 1s the only Rgalityila The second
significance that Feeling or Immediate Experience has in Bradley's
hierarchy of knowledge is its complex, dynamic relationship with
the fourth and highest level, supra-relational thought :

Secondly, Feeling is 1ipaftghecause in providing us

with an instance of a “"non-relational immediate felt
unity® (ETR, p. 176) it in some way prefigures, it
somehow provides the model for, or "clue" to, the
highest of all forms of thinking, supra-relational
thought or the Absolute. Realfty being ultimately “a
single Experience, superior to relations and containing
in the fullest sense everything which 1s" (EIR, p. 246),
the thought that is to be adequate to 1t must also be
seamless, and so in this way a reincarnation of primitive
Feeling though on a higher level: higher in that the
differences and divisions, which in Immediate Experience
have not as yet “emerged," "merge” again and "vanish

in the Absolute Experience.®19

Feeling is one example of a "non-relational immediate felt
unity® in Bradley's system; the self is another. Eliot quotes

Bradley on the self from the latter's Truth and Reality: “At

évery moment my state, whatever else it is, is a whole of which I am

»20

many in one. Bradley further developed this 1914 statement on

the self in his later work Appearance and Reality (1930):

At any time all that we suffer, do, and are, forms one
psychical totality. It is experfenced all together as
a coexisting mass, not perceived as parted and Jjoined by
relations even of coexistence. It contains all relations,
and distinctions, and every ideal object that at the
moment exists in the soul.?l
Y
Bradley's cancepfkaf the self is of use in this discussion as an

example of “immediate experience.” His understanding of the
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self as a non-relatfopal unity may have helped to shape or sharpen
Eliot's view of experience.

Having dealt with the two major components of experience,
thought and feeling, and Bradley's notion of the self, Elfot
i1lustrates thg relation of the subject to the object in experience:

In feeling the subject and the object are one. The
object becomes an object by its felt continuity with
other feelings which fall outside of the finite centre,
and the subject becomes a subject by its felt
continuity with a core of feeling which is not related
to the object. But the point at which a line may be
drawn is always a question for partial and practical
interests to decide.22
Eliot's model for the relation between the subject and the object
in experience is a dynamic one. Initially, the subject is a fused
unity which is unrelated to the object. The object is one of many
objects outside the subject. During experience, the subject and
the object become temporarily more or less unified. Elfot accounts
for the reasonableness of this position by reference to Bradley's

Truth and Reality: “There is no reason, so long as the one feeling

lasts and pervades consciousness, why I should cut off part of the
total content and call it the object, reserving the rest to myself
under the name of fee]ingg“EB !There s no reason to disturd by
definitions the continuity of self and object which occurs during
experfence. Elfot's clarification of this point shows the
perceptual aspect of the .posfition.

The perceptual implication of Bradley's theory of subject-
object relation had a strong effect on Eliot, who concluded in his
. dissertation: "The object stands out, if you will, against a

background of experience. . . .'24 A view of experience as a

4



series of non-relational unities can be seen as leading naturally
into a view of poetry as a non-relational unity of images. In
"Traditfon and the Individual Talent" Eliot replaces Wordsworth's
definition of poetry as “"emotion recollected in tranquillity” by a
new definition: "It is a concentration. and a new thing resulting
from the concentration of a very great number of experiences

.‘25 If poetry is to be this concentration, a transformation
of experiences, and if gxperiences are to be conceived of as non-
relational unities, then poetry, and imagery as the speech of
poetry, must also be Bound in non-relational unities. Elfot
supports the claim for the union of the subject and object in
feeling by, reference to Bradley: “There are features in feeling
(this is the point) which already in a sense belong to and are one
with their object, since the emotion contains and unites both its

w26

aspects. . Bradley's statement that with Immediate

Experience ". . . there is neither a subject nor an object . . .

is echoed in Four Quartets: “music heard so deeply/That it is not

heard at all, but you are the music/While the music lastsj’27
An important development in Elfot's discussion of subject-
object relationship in experience is his disagreement with Russell's
supposition that objects exist as separate from their context and
from the experiencing subject. Eliot emphasizes continuity of
consciousness and the incalculable, continuing influence of context:
| We cannot allow Mr. Russell's supposition of a
"consciousness* which might merely exist for a moment
' and experience a sensation of “red." The "red" would
simply be a "neutral entity" which might be taken as

mental or physical according to the context, but where
A ‘ '
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there is{no context there is neither mental nor

physical. What James calls the context fs that of

which Bradley speaks when he says that the finite

content is "determined from the outside.” This
determination from the outside is unending. In the

first place, there is my present physical constitution,
which determines the experience without being an element
in it, and there is my whole past, conceived either as
the history of my body or as the sequence of my conscious
experiences, so far as I can detach them from the objects
in the experience, and consider them only as adjectives
of myself. And secondly, there are the nature and the
connections of the object, which fall outside of the
present moment of experience, and are discovered on
closer scrutiny.

- - . The real flower, we can say, will be the sum of

1ts effects -- its actua) effects upon other entitfes --

and this sum must form a system, must somehow hang

together . . . Thus we are led to the conclusion that

the only independent reality is immediate experience or

feeling. . . .28
Particularly in this section of the dissertation argument it is
apparent how Bradley's theories affected Elfot's perception of
reality. é;ad]ey's view recognizes that nothing exists separately,
but that everything is part of a context and is therefore
"determined from the outside.” Eliot declares that "This
determination from the outside is unending." He concludes that a
flower will be/”the sum of its effects," and that "this sum must
form a system." These statements sound very much 1ike the “total .
effect" of images he proposes for structure in poetry in his preface
to Anabasfs. =

Elfot connects fdeas about feeling and subject-object relations (%S

in an explanation of “immediate experience *:

Over and above all relatfons, it is true, the feeling

most be a that, merely there; although strictly speaking

not anywhere or at any time. But this aspect of mere

existence does not distinguish feeling specifically from
any other object. No object is exhausted by its relations,
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and this aspect of mere existence, in all objects as wel)
as feelings, 1s what we call immediate experfence. This
aspect of {mmediacy, of bare existence, is a character
of even the most restricted feelings, though they may be
at every moment the object of consciousness as well.29

Eliot's definition of immediate experience concludes with a
reiteration of the complex relationship between thought and feeling
in experience. This is consistent with his initial statements that
“We do not find feeling without thought,” and the more involved

“Byt in order that it should be feeling at all, it must be conscious,
but so far as it is cons¢ious it ceases to be merely feeling.*
Eliot's conclusion shows his confidence in what he has learned from
Bradley's concept of immediate experience, but he is not altogether

. certain that Bradley would agree with the interpretation! Eliot
i;tonc1udes:
Imnediate experience, we have seen, is a timeless unity
which is not as such present efither anywhere or to
anyone. It is only in the world of objects that we have
time and space and selves. By the failure of any
experience to be merely immediate, by its lack of
harmony and cohesion, -we find durselves as conscious
souls n a world of objects. We are led to the
conception of an all-inclusive experience outside of
- which nothing shall fall . . . That Mr. Bradley himself

would accept this interpretation of his (Truth and
Reality, p. 188) "positive naﬁidistingui§hed non-
relational whole" is not to be presumed.30

This passage suggests that the concept of immediate experience may
have contributed to Elfot's theory of the isolation of individual

experience. Anne Bolgan further clarifies the cnneépt of immediate

ts : *. . . we might best conceive of 1t as a point -- perhaps

~ experience partly by defining it in terms of lines from Four - (i:

L*— as "the still point of the turning world" (BN II) é—agr‘as a
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moment -- perhaps “the unattended/Moment, the moment 1n and»out of
time” (DS \!).5’31 - |

Elfot's concern with the basic issues found in Bradley's
discussion of -1§digte experience® can be found in his critical
essays. Bradley's notion of the unity of thought and feeling arises
again and again in Elfot's writings. In “The Perfect Critic,” he
wrote: "Not only all knm‘led£ but all feeling is in pgrtEPtiﬁn.‘Bz
The concept of the union of faculties underlies Elfot's theory of
the “unified sensibility.” In “The I'Et:aphysical Poets,” Eliot
praised Donne and the metaphysicals in whose work “there 1s a direct
sensuous apprehension of thought, or a reczreation of thought into
feeling. . , .“_33 bradley's position on subject-object relations
is quite possibly related to the difference between the Imagists'
stark, separate concept of the image and Eliot's more complex use of
imagery. For Eliot, "the natural object is [not] always the

adequate symbol. «34

The fusion of faculties and of subject and
object in "immediate experience” leads to the overall view of
experience as a non-relational unity, the view that all "things"
are part of a context. In “The Metaphysical Poets" Elfot refers to
Johnson's\conplaint about the metaphysicals. Eliot focuses on the
issue of "connections" in their work:

" The force of ‘this impeachment lies in the failure of the
conjunction, the fact that-often the ideas are yoked
but not unfted. . . .But a degree of heterogeneity of
material compelled into unity by the gg:grlti:’m of the
poet's mind is omnipresent in poetry.3:

Eliot seems to believe. that in all poetry there is, at least to

some degree, a unifying of material. Elfot's concern about the best



structure of imagery in poetry is revealed in his praise of "To His
Coy Histressi\in “Andrew Marvell,” in which he refers to:

. ‘ the succession of concentrated images, each

magnifying the original fancy. When this process has

been carried to the end and susmed up, the poem turns

suddenly with that surprise which has been one of the 36

most important means of poetic effect since Homer. . . .
In the same essay Elfot makes a clear distinction between the
relational and non-relational -- the difference between things being
simply combined and their being *fused*: “The wit is not only
combined with, but fused into, the inginatién.'37 Apart from Ris
direct cosmment about theories of context and imagery in iAndFﬁ
Harveﬂ,;‘ Elfot's i-;re fndirect dis:ussiéns of the relations
between subject and object and thought and feeling in his other
essays must have affected his use of imagery. With Eliot, one is
always justified in approaching his!pagtry through his critical
theories because of the unusually close connection between the
two.

Several of the six major poems which Elfot wrote before 1911,

("Conversatfon Galante,” *Preludes,” “Rhapsody on a Windy Night,”
"La Figlia che Piange," "Portrait of a Lady,” and "The Love Song

of J. Alfred Prufrock®), include images which are not only in
simple and complex relation but also in non-relational or supra-
relational interaction. Although Elot knew 1ittle or nothing of
Bradley's theories befqrg 1913, 1t appears that, to some degree,
Ellot's view of experience as an undifferentiated whole of subject
and -object may have been partly developed already. Hugh Kenner
reminds us that "Prufrock was composed in lgﬁ‘ and points out that:

i
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"Every man‘s mind doesn't teem with allusions to Hesiod,

Hamlet, Lazarus, Falstaff, entomology, eschatology,

John the Baptist, mermaids. What "Prufrock" is is the

name of a possible zone of conscioushess where these

materials can maintain a vague continuity. . . .38
Kenner further develops the relationship between Bradley's thought
and "Prufrock"”:

-+ . the whole of Bradley's metaphysic emanates from

his assertion that the dichotomy of observer and

observed is simply a late and clumsy abstraction, of

limited usefulness, crassly misrepresenting the process

of knowing. The streets, the yellow fox, the drains,

the coffee-spoons are Prufrock; the ‘evenings, mornings,

afternoons,” are Prufrock, as much so as the voice

which says, "I have known them all already, known them

al1."39
"Prufrock" is based upon an awareness of subject and object united
fn an undifferentiated whole. For Eliot, Bradley's view of subject
and object could, on the evidence of *Prufrock,” have had
considerable appeal. The poem suggests that Eliot may have been
pred[épnsed to think of experience as "non-relational unities”;
peﬁﬁ;ps Bradley's terms simply provided Eliot with a vocabulary and
a system with which to discuss and clarify his own developing ideas.

Eliot did not, however, come to Bradley's work with no

experience of contemporary philosophical thought. While he was in
Paris in 1911, Eliot attended Henri Bergson's lectures in
phiiosaphyiqa Bergson's effect on his work has been widely noted,
and Eliot himself made a connection between the two philosophers in
his essay "Francis Herbert Bradley” (1927): “For the secret of
Bradley's style, like that of Bergson -- whom he resembles in this

if nothing else -- is the intense addiction to an intellectual
w4l

pasiion. Lyndall Gordon explores the effects of Bergson on



Elfot's work:
In “Rhapsody on a Windy Night" (1911), Eliot
experimented with Bergson's method of grasping truth
not by means of analysis but by casting oneself on a
current of immediate perception as it flowed through
time 42
The idea of “casting oneself on a current of immediate perception
as it flowed through time," which provides the experience of
“Rhapsody,” 1s similar to Bradley's “"immediate experience, " Bradley's
view of experience as a non-relational unity interested Eliot and
1t is a similar element in Bergson's work which most appealed to him:
Eliot thought the most important passage in Bergson's
work had to do with the difference between “the
heterogeneous qualities which succeed each other in
our concrete perception, " perceptions which are
discontinuous and an underlying harmony which one
should be able to deduce.43
A consideration of Bergson's philosophical {ideas has igng
been relevant to discussions of imagery. We know that Hulme's ideas
about the use of image as the speech of poetry was related to his
reading of Bergson. Hynes explains in his introduction to Further

Speculations:

He (Hulme) was attracted to Bergson's belief that the
"flux of phenomena" is real but concepts are not, and
to his emphasis on intuition as a means of knowledge,
the idea that "by intellect one can construct
approximate models" but "by intuition one can identify
oneself with the flux.” Imagism fs Hulme's application
of these principles to the realm of language:
abstractions and conventional locutions are "approximate
models,” but images {dentify one with the flux. The
former constitute prose, the latter poetry.44
v
In exploring his effect on Hulme's thought, Stanley Coffman

refers to the importance of Bergson's “conception of reality as a

flux of interpenetrated elements unsefzable by the intellect. . . 45
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The two modifiers of “"elements,"” "interpenetrated” and

“unsgizableg“ make the concept compatible with Bradley's ’
philosophy. "Ismediate experience* gave Eliot a vocabulary and a
system for the way he was already inclined to think. In the same
way, it is possible that Bergson's views may also have coincided
with Elfot's views about experience and may have helped make him
receptive toward Bradley's view of reality as "things" (whether
concrete or abstract) in relation. Coffman exp"lains‘ Bergson's
notion of subject-object relation:

One recalls his (Bergson's) assertion that the

artist's function is to place himself within his

subject by an act of intuition and to reveal the

unique and inexpressible, the intention of 1ife within

it. Because language is functionally incapable of

expressing an intuition, the poet cannot directly

communicate it, but relies upon the suggestive power

of his images. . . .46
This too is very 1ike Bradley's thought. Coffman also explains’ that
Bevégsan dealt with the problem of communicating the "inexpressible”
by heavy reltance upon striking analogies. He refers directly to

L

Bergson's An Introduction to Metaphysics (1912):

- - . many diverse images, borrowed from very different

orders of things, may, by the convergence of their

* action, direct consciousness to the precise point

where there is a certain intuition to be seized.47

The more one reads of Bergson the more one can see how his thought

-

may have prepared Elfot's mind for Bradley's thought. Coffman refers
to Time and Free Will (1910) to-demonstrate Bergson's notion that

the artist prepares the way for intuitfon by 1ulling the active,
resistgnt powers of intellect and by creating a state of mind
receptive to suggestion: “The poet is he with whom feelings develop
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into images, and the images themselves into words which translate
them while obeying the laws of rhythn."‘e/’ Coffman clarifies
Bergson's view on subject-object relation in artistic experience:
Through intuition, he discerns in the face of a living
being, for example, the "intention of life, the simple
movement that runs through the lines, that binds them
together and gives them significance. This inten®on
is just what the artist tries to regain, in placing
himself back within the object by a kind of sympathy,
in breaking down, by an effort of intuition, the 49
barrier that space puts up between him and his model." "
This passage testifies to Bergson'shposition not only on subject-
object unity (at least in the artistic experiencef'but also his
awareness of the “simple mdvement . . . that binds.*

Although Bergson's ideas about perception and reality affected
Eliot, undoubtedly provoking him to further thbught on subjects
already of concern to him, it is Bradley's “1immediate experience"
which would have clarified or substantiated Eliot's prior thinking
about the nature of knewledge and experience. Hugh Kenner believes
that Bradley's theory of experience shaped Eliot's concept of a
poem, for in Eliot's work "The poem is a continuum in which the
perceiving mind, intent on the quality of its own feelings,
constantly adjusts the scope and ¢mphasis of jits perception."50 We
see this concept of a poem embodikd in "Prufrock,” "Portrait,"

“Preludés,” "Rhapsody,” in The Wdste Land and in most of Eliot's

work. In "The Metaphysical Poetk" Eliot said: “In the seventeenth

century a dissociation of sensibility set 1n.“5] Eliot's concept

of a poem, as seen in his major works, is very different from the

poems written during the two centuries which Eliot fe]t were

governed by a "dissociation of sensibility." His poems are far from
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the syllogistic moral and political arguients of some efghteenth
century poetry and the romantic tales which characterize much
nineteenth century poetry. Yet, as Kenner realizes, for Eliot

“The ;;en ts a2 continuum in which the perceiving mind, intent on the
quality of its own feelings, constantly adjusts the scope and
emphasis of its perception.” This perhaps is Eliot's greatest E
contribution to modern poetry. Eliot's rejoinder to critics of ?

this structural approach to poetry can bg‘found in his preface

Anabasis: "People who do not appreciate ﬁoetry always find
e arraniénent

The “continuum" of the "perceiving mind"

difficult to distinguish between order and chaos in
of images. . . .“52
presented in Elfot's poems isthe “stream of consciousness” which is
one of the major distinguishing features of twentieth century
fiction. This feature of Eliot's work appears to have derived to
some degree from Bradley's philosophy. “Stream of consciousness”
is the complexity and the continuity of "things" in context. The
fusion of subject-object, and thought-feeling, and the fact that
elements of perception and experience are bound in patterns of non-
relational unity are common to both “stream of conscfousness” .and
Bradley's “immediate experience." Kenner quotes Bradley on a point
which relates to Eliot's use of the image in context:

Everything which s got out into the form of an object

-- (for you are starting to simplify experience

drastically the minute you say “tree") --

implies sti1l the felt background against which the

object comes, and further, the whole experience of both

feeling and object is a non-relational immediate felt

unity. . . .83

To consider the object in context always is the only way not to



simplify experience as one does by simply saying “tree.” Elfot's
poems give us the object, the image, iﬁfggn;e;;.

Although Bradley's effect on Eliot's concept of a poem is o}
most importance, the philosopher's theories can also be seen
reflected in some of Eljot's other critical theories. Kenner has drawn
attention to the relatfonship between Bradley's emphasis upon
“things" 1in context and Eliot's attitude toward an artist's complete
works:

It is véry Bradleyan, also, to argue that “The whole

" of Shakespeare's work is one poem"; so that what is
“the whole man“ is not simpTy his greatest or
maturest achievement, but the whole pattern formed by
the sequence of plays. . 54

Kenner also points out that Bradley's ideas may have affected
Eliot's theory about the importance of tradition in the work of an
individual artist:

But in helping him develop his sense of the past,
Bradley's was the active role. *Tradition and the
Individual Talent® (1919) concludes a train of thought
which can be traced through earlier Eqofst articles
to its origins in the Bradley thesis three years
earlier. It follows from Bradley's denial of any
separation “of feeling from the felt, or of the desired
from desire, or of what is thought from thinking," that
our attempt to separate the past from our knowledge of
it, what really happened from the way we imagine things
to have been, 1s ultimately meaningless.55 .
Elfot's belief about tradition and the artist is cohsistent with
Bradley's contept of subject-object relationship in its claim that
the past is always part of present experience.

The second phase of “mmediate experiencei“tnauiggge of

experience, which follows experience, is a development analogous to

Eliot's belief that a critic must make a poem "his own" before he
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begins to evaluate it: 5\

It is noteworthy that what this second moment seeks is
not realfity, but light -- the truth about reality.
In a sense we may say that reality, in all its
transcendent impersonality, has already, as Bradley
says, been "given at the start” (ETR, 199) although it
has not yet been taken and made "my™ own in knowledge.
Experience as immediate, -- that {s, experience as
“really real" -- simply is, and this along is the real
as such. But on this level there is not a word to be
said about it. Knowledge of experience, and of the
reality of which it is identical in substance,
constitutes a later stage and involves 1ts death as
real at the moment of its birth as truth, except that56
[.E. does not die for "it is foumdational throughout.”
-
As I have mentioned before, Eliot's notion afsghe unified

sensibility appears to be related to Bradley's thought. Bolgan qu@tegﬁxﬁh—sé
the obituary notice Eliot wrote for Bradley in the Criterion (1924);
the notice refers to Bradley's style as one
- - in which acute intellect and passionate feeling

preserve a classic balance . . . his writings perform

that mysterious and complete operation which transmutes

not one department of thought only, but the whole

intellectual and emotional tone of their being.57
It 1s not primarily in his style that Bradley fused thought and
feﬂng. His theory of “immediate experience®proposed a fusion of
the two which 1s echoed in Elfot's theory of the unified sensibility.
For Elfot, then, it is the poet of unified sensibility, for whom
“there is a direct sensuous apprehension of thought or a recreation
of thought into feeiing,‘ss who {s capable of having and reproducing -
the fullness of experience in poetry. Kenner makes the 1ink
between the poet's reproduction of experience and {mages in non-

relational unity: . _
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Hence, to reprdjuce the quality of immediate experience,
there 1s exacted of verse a blending suavity, not an
assured rattle of subjects and predicates, nor images
standing in explicable analogy to one another.59

Kenner is even more specific in connecting sensibility to "mmedfiate
experience”: "'Sensibility' is Eliot's term for a scrupulous

responsiveness that precedes, underlies, and contains any degree of
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analysis.” Bolgan explains the connection between the passing of

frmediate experience into relational experience and Elfot's concept
of the "dissociated sensibility":

As Immediate Experience moves or breaks out from itself,
WHAT was felt that is, (the "real reality of experience")
is loosened and dissociated from the THAT (the finite
centre of sensibility) which feels, and 1t is in this
temporal "dissociation of sensibility"(SE 247) from the
experiential substance of sensibility that relational
consciousness 1s born.61

Bolgan further connects Bradley's theory and Elfot's theory by
suggesting that 1t is through "immediate experience” that unification
of sensibility is possible in a world that fragments experience:

The important point here is that even in this world
of dirempted experience where "knowing and being are
(not) one,” and where knowledge of WHAT we experience

} is temporarily dissociated from the fact of 1ts having
been experienced, 1t is nonetheless the reality of I.E.
which, lying behind the “dissociation of sensibility"
(SE 147) from its own experiential context, can provide
the holistic background within which the "unification
of sensibility” (SE 248) can be made up.62 :

Wollheim points out another aspect of Bradley's thought
which may have had an effect on Eljot:

- . Bradley's picture of Immediate Experience {s
rigorously “presentational.” The word 'presentation,'
being an import from philosophy into psychology, is
without precision, but it is roughly correct to say
that as used at this period it referred to any idea,
sensation, or image given to the mind and there
passively entertained.63 S
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Bradie!'s belief that ideas or images are “passively eﬁtgrtarined‘
. in*immediate experience® is echoed in Eliot's belief that “passivity” -
is a characteristic of both the creation of poetry and the
reader's appropriate reading of poetry. In “Tradition and the
Individual Talent” Eliot writes: | A
Consequently, we must belfeve that “emotion recollected
in tranquillity” is an inexact formula . . . These
experiences are not "recollected," and they finally .
unite in an atmosphere which is “tranquil" only in that
1t is a passive attending upon the event.64
E’Hﬁ{/;ggests that passivity is ane of the essentfal elements
in the appropriate reading of ppetry. In his preface to Anabasis
he states that in order for a reaz to -apprehend a poen's structure
based on the "logic of the imagination,” "The reader has'to allow
the images to fall into his memory successively without questioning
the reasonableness of each at the moment ; so that, at the end, a.
total effect is produced."®® The statement sounds as 1f E14ot had
assimilated Bradley's concept of “immediate experience” ; it is
probably his most important statement about the arrangement of
images. Elfot's statement proposes the value of non-relational
images, As this chapter has shown, there are many indications that
Bradley's philosophy, particularly his concept of“inflrediatg
experience,' strengthened Eliot's perception of experience and of
imagery as elements bound in nonare]atiaﬁral unity. Eliot's later

work, especially The Waste Land and Four Quartets, is largely

composed of images connected in this.non-relational or supra-

relational way.
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We have seen so far that Eliot could not have learned to
arrange images aé he did from the Imagists who were virtually
uninterested in structure. Their interest was almost solely _
diretted toward the image,which they believed could stand in 1saizat1§n
as a poem. Although Elfot's work reflects a concern for the
image, his view of the image is as a unit in a larger structure.

In chapter two of this study we observed that Bradley's concept of

"immediate experience" amd its emphasis upon the fusion of the

disparate elements af experience cpqld rﬁtvg affirmed Eliot's
Bbservatinns about reality as “things“ in context. Bradley's'notion
of the "non-relational® unfties created by "immediate experience”may
have helped Eliot draw the conclusion that he dgid in his pi‘EféEE to
Anabasis, that poetry not structured in a linear or syllogistic
ménner is not chaotic, but may simply be based upon the "logic of
the imagination." The s;‘-ﬂarities of poetry and music were a
subject of consuming interest to writers in the first two decadeﬁ
of the century. Eliot's own pr’-eoccupation with music {s evident

in his poetry. One has only to canvassthe titles of his poems --
"Preludes,” "Rhapsody on a Windy Night." “Nocturnes," "Humouresque,”
“The Love Song of J. Alfred Prufrock," and .of course, "Four
Quartets" -- to observe that during the whole of his career he was
intensely conscious of the relation of poetry to music. Elfot's
concern with the relationship between the two arts is relevant to
the argument of this thesis for two reasons: the first is that an
understanding of"‘the more than merely rational nature of structure ‘

in music can give insight mto poetry with complex patterns of
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imagery; the second is that it seems that Elfot saw his own use of
images "in context" as based upon structures similar to those found
in music.
In his book on the 1ieder, S.S. Prawer observes that
The Romantic and post-Romantic Lied thus resolves jtself
into an attempt to put Humpty-Dumpty together again: to
reunite two arts -- poetry and music -- that were
inseparable . . . but had drifted apart in the modern
world.1
In reviewing the Romantic era, Hugh Miller reports that generally
L* ]
in the nineteenth century “[Composers] felt an aPfinity with poetry,
1iterature and art, . . .“2 Although a history of the lieder
shows that ". . . the German Lied does not begin with Schubert, or
the 'Berlin School,' or even the invention of the phoroughbass in
the sixteenth century, but goes back to the oldest music recorded
in German-speaking lands,"> it 1s Schubert (1797-1828) who gave
fullest development to the 1ieder between 1811 and 1828. The song
had of course been known for centuries byF with Schubert progress
was made:
Verse started in Schubert a music that led a closely
associated but still an individual existence. There
was a more equal union in his art between melody and
poetry than has been found in any song-writing since
Dowland. In courtly eighteenth century song the words
were a peg for the music. But the dawning of a new
German literature -- the event of Goethe's and
Schiller's fame '-- meant a new relationship.4
Music and poetry were'brought together in Schubert's 1ieder more
equally than ever before.
Latér in the nineteenth century, agner gave heightened

attention to the union of the arts. Wagner was particularly
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involved with the unity between drama and music:

The ruling ideal of Magner's form is the absolute
oneness of drama and music; the two are organically
cdnnected expressions of a single dramatic idea --

unliky conventional opera in which song predominates and
the 1TBretto is merely a framework for the music . . .
his ideal of opera as a drama of significant content,
with words, stage setting, visible actton, and music

‘all working 1n closest harmony toward the central

dramatic purpose -- the ideal, in short, of the
Gesamtkunstwerk or “universal art-work" -- was
profoundly TnfTuential.5

Wagner's emphasis on organic connections among the arts was an

important one. One of the writers who was much influenced by

Wagner's aesthetics was Yeats. The aspect of Wagner's theories

which most appealed to Yeats includes a theory of the emotion's

not unlike Elfot's *logic of .the imagination":

3

* dominance in the thought-feeling dichotomy 1in art. The theory is

o

- . . in 1906, Yeats read, and was obviously impressed
with, Arthur Symons' essay "The Ideas of Richard Wagner"
. . . ."The Wagnerian essay," Yeats wrote Symons, "touches
my own theories at several points, and enlarges them at
one or two. . . ." . . . From Symons' essay he singled
out Wagner's insistence that "a play must not appeal to

~the intelligence, but by being . . . a piece of self

consistent 1ife directly to the emotions." Although

the points where the Wagnerian aesthetic touched on
Yeats's own were numerous, the largest single area of
agreement was this distinction between the emotion and
rational appeal of art . . . To Wagner drama is “the
emotionalizing of the intellect,” the point to which
Yeats acknowledged his special debt; the dramatist, said
Wagner, must find his action fn "a new creation of myth,
and this myth must arise from a condensation into one

« » . image of all man's energy . . . nature apprehended,
not in parts by the understanding, but as a whole by the
feeling. . . .6

Certainly Wagner's notion that art is to be appreheﬁqed’“;; a whole

by tgegféeling“ demonstrates that Elfot's *logic of tﬁg&tg

imagination,” offered as the tool for both the treation and the



apprehension of poetry, was very much a part of a position which
had begun to develop among the Romantics in the previous century.

The Romantics' concern with the unfon qf the arts carried
over into the twentieth century. One of the dominant traits of
twentieth century music has been ". . . experimentation with new
forms -and media and wmixed Ediaﬂ‘? One of the early t-:;tﬁth
“century composers, Alexander Scriabin (1871-1915), developed, sh:)ﬁ:ij
7befare his death, a multi-media composition involving 1ight effects:

This Poem of Fire was the first multi-media
composition actually calling for 1ight effects in the
score. As early as 1891 in Paris the Song of Solomon
had been performed as a "spiritual symphony” w o
sound, 1ight and perfume. Soon after in America

A Trip to Japan in Sixteen Minutes had been staged
with géisﬁiganugrs. perfumes and music. But Scriabin
lifted “shows” from commercialism and spectacle into
serious art. In Prometheus, he wanted tonalities made
visible as they progressed. He wanted to center the
eye in the ear's sonorities.8

As Edgard Varese (1883-1965), another modern composer, phrased fit,
in the twentieth century “Composers are now able as never before to
satisfy the dictates of that inner ear of the ingimtmﬂfs
Freedom of form in music was part of the movement ’Ach was also
breaking down barriers among the arts.
The attempt to unite poetry and music occupied the modern
poets, too. Hulme's "Notes on Language and Style” express his
awareness of the relationship between the two:
To this piling-up and Juxtaposition of distinct iliges
in different 1ines, one can find a fanciful analogy in
music . . . Two visual images form what one my call a
visual chord. Th:,’r,unit,g to suggest an image which s
different to both, !0 .

And 1n 1918 Pound defined his art in terms which denied the

1
*



posSibility of separsting the two:
Poetry is a composition of words set to music. Most
other definitions of it are indefensible, or metaphysical.
The proportion or quality of the music may, and does,
vary; but poetry withers and "dries out* when it
leaves -usi?, or at least an imagined music, too far
dehind {t.1
Pound also suggests that the music of poetry should not be a
static, mechanical feature. He insists on a subtlety of effect
when offering his theory of “absolute rhythm," "a rhythm, that is,
in poetry which correspoan exactly to the emotion or shade of
emotion to be e'xpr‘essed."],2
\ Modern writers' preoccupation with music also has its roots in
th&‘n’ineteenth century. In England it was Walter Pater who made the

famous remark that "All art constantly asgires!_tln,the condition of
- -

music.” He‘ the remark, perhaps oddly, in an essay on ﬁhe works
‘of “the Schoﬁ_ of Gioriogine." And the essay, because of that
remark about music, became the most famous in his Renaissance,

even though it was not added to that collection until the second

edition of 1888. Pater goes on:

All art constantly aspires towards the condition of
music. For e 1n all other kinds of art 1t 1s
possTble to distinguish the matter from the form, and
the understanding can always make this distinction,
yet 1t is the constant effort of art to obliterate it.

That the mere matter of a poem, for instance, its

~ subject, namely, its given incidents or situation --

that the mere matter of a picture, the actual
_ circumstances of an event, the actual topography of a
N landscape -~ should be nothing without the form, the
spirit, of the handling, that this form, the spirit,

o this mode of handling, should become an end in itself,
P should penetrate every part of the matter: this is whdt
all art constantly strives after, ahd achieves in
different degrees. ', . It {s the art of music which

most completely realizes this artistic ideal, this




perfect identification of matter and form. In its
consummate moments, the end {s not distinct from the
means, the form from the matter, the subject from the
expression; they inhere in and completely saturate
each other; and to it, therefore, to the conditfon of
its perfect moments, all the arts may be supposed to
tend and aspire.13

Pater's discussion is essential to an understanding of the
relationship between poetry and music in the modern period: music
is the highest of the arts, he says, the prototype of the arts,
because of its union of form and content, and quality in poetry
depends upon the degree to which it achieves the state of music,

the unfon of form and content. Following his claim for the union

of form and subject as the measure of exceilénce in a nark of art,
Pater admits to the existence of two opposing faculties with which
one can apprehend the subject matter of a poem. Pater discredits
the intellectual faculty as the "mere 1nte1119en£e“ and defines
that which is more than "mere intelligence" as the "artistic
spirit.” By "artistic spirit" Pater implies all that is apart

- from the rational -- intuition, imagination, emotion:

- . . 1t i1s easy enough for the understanding to
distinguish between the matter and the form, however
much the matter, the subject, the element,which is
addressed to the mere intelligence, has been

penetrated by the informing, artistic spirit. But

the ideal types of poetry are those in which this
distinction is reduced to its minimam; so that

lyrical poetry, precisely because in it we are least
able to detach the matter from ¢he form, without a
deduction of something from the matter ftself, is, at
least artistically, the highest and most complete form
of poetry. And the very perfection of such poetry
often appears to depend, in part, on a certain
suppression or vagueness of mere subject, so that the
meaning reaches us through ways not distinctly traceable
by the understanding, as in some of the most imaginative
compositions of William Blake, and often in Shakespeare's
songs. . . .14
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i-H,s claim is that in the best poetry “mere" subject is suppressed
and meaning reaches us through that which is more than “"mere
intelligence.” In Pater's preference for poetry in which *. . .
the meaning reaches us through ways not distinctly traceable by the
understanding” there is an ancestor of Eliot's "logic of the
imagination." In his preface to St.-Jean Perse's Anabasis (1930),
Eliot wrote "The reader has to allow the images to fall into his
memory successively without questioning the reasonableness of each
at the moment; so that, at the end, a total effect is pmduced’is
The “total effect” of Eliot's remark has much in cosmon with the
emphasis, in Pater's essay, on the "most complete form of poetry.”
Both Pater and Eliot conceive of completeness in verse as an appeal
to more than "mere intelligence.” In “The Music of Poetry" (1957),
Eliot draws attention to the operation of the "total effect” of
imagery in dramatic verse: ". . . the use of recurrent imagery
and dominant imagery throughout one play," he says, "has to do
with the total effect."15 In his idea of the "lc;ngic of the
imagination" lies the key to the apparent paradox of the tenet,
made in his 1929 essay on Dante, that ". . . genuine poetry can
communicate before it 1s urwderstr;n:u:L“’I7

Eliot, 1ike Pater, was interested in the union of form and
content. Both in his essay "The Music of Poetry" and in his
preface to Anabasis, Elfot discusses principles of structure in
poetry which appeal to more than the "mere intelligence.” 1In "The
Music of Poetry,” Elfot stresses: "But I would remind you, first,

that the music of poetry is not something which exists apart from
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the meaning.“18 In the same essay, Eliot discusses poetry whose

content cannot be reduced to a logical sequence of facts or events:

It is a commonplace to observe that the meaning of a
poem may wholly escape paraphrase. It is not quite so
commonplace to observe that the meaning of a poem may

be something larger than its author's conscious purpose,
and something remote from its origins . . . We can be
stirred by hearing the recitation of a poem in a
language of which we understand no word. . . .19 .

This passage raises two of the most important aesthetic
similarities between poetry and music: their distance from their
origins and the universality of their utterance, although this
latter point applies only partially te poetry because of the
boundaries of language.

There is a kind of rhythm in poetry to whjch few critics refer
when they compare poetry and music. Eliot draws attention to it
in his essay on the music of poetry:

Dissonance, even cacophony, has its place: just as,
in a poem of any length, there must be transitions
between passages of greater and lesser intensity, to
give a rhythm of fluctuating emotion essential to the
musical structure of the whole; and the passages of
less intensity will be, in relation to the level on
which the total poem operates, prosaic. . . . What
matters, in short, is the whole poem: and if the whole
poem need not be, add often should not be, wholly
melodious, it follows that a poem is not made only out

of "beautiful words." 1 doubt whether, from the point
of view of sound alone, any word is more or less beautiful
than another . . . The music of a word s, so to speak,
at a point of intersection: it arises from its relation
first to the words immediately preceding and following
1t, and indefinitely to the rest of its context; and

from another relation, that of its immediate meaning in
that context to all the other meanings which it has had
fn othet contexts, to its greater or less wealth of
assocfation. Not all words, obviously, are equally rich
and well-connected: 1t is part of the business of the
poet to dispose the richer among the poorer, at the right
points. . ., .20

£
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I believe that this aspect of the rhythm of a poem binds it more
closely to music than do féctors l1ike metre alone or the use of
onomatopoeia. Elfot summarizes: “My purpose here is to insist that
a 'musical poem' is a poem which has a'musical pattern of sound and
a musical pattern of the §écondary meanings of the words which
compose {t, and that these two patterns are indissoluble and one.”2]
Later in the essay Eliot gives weight to another aspect of the music
of poetry:

So far, 1| haQe spoken only of versification and not of

poetic structure; and it is time for a reminder that the

music of verse is not a line by line matter, but a

question of the whole poem . . . It is a music of imagery

as well as of sound.22
I think that points 1ike this one, points which are essential to the
nature of poetry and yet which are more abstract than surface
considerations 1ike metre, are frequently missed in discussions of
poetry and music. In "The Music of Poetry" Eliot warns against too
superficial an approach: "It would be a mistake,” however, to assume
that all poetry ought to be melodious, or that melody is more than
one of the components of the music of words.”23

The last section of Eliot's essay on music in poetry makes

three major points of importance: “But I believe that the
properties in which music congerns the pééf.most nearly, are the
" sense of rhythm and the sense.of structure."24 The possibility of
structural similarities between poetry and music is a very
interesting possibiiity. one which relates the two arts as closely
as does the shared_ele-ent of rhythm. Elfot is aware that *, . . it

might be possible for a poet to work too closely to musical



analogies: the result might be an effect of artificiaﬁtyi"zs
Although recurrence of themes in poetry and in music is a fairly
obvious point of comparison between the two arts, Eliot provides
three other related structural principles:
The use of recurrent themes is as natural to poetry
as to music. There are possibilities for verse which
~bear some ahalogy to the development of a theme by
different groups of instruments; there are possibilities
of transitions in a poem comparable to the different
movements of a symphony or a quartet; there are :
possibilities of contrapuntal arrangement of subject-
matter. 26 :
Elfot's discussion of "development of a theme by different groups of
instruments," "different movements of a symphony" and “tontrapuntal
arrangement of subject-matter" amounts to the same emphasis on
context expressed earlier in the essay when he ‘speaks about the
music of a word arising more from the contex® of the poem than from
a so-called "inherent" musical ‘quath of the word in isolation.
In all three of these types of musical structure, subjects or
ﬁ
themes are interwoven in complex patterns. Differences among the
parts are often based more on variations (exposition, development ,
recapitulation) than on absolute differences, for all parts often
derive from a common source, making the work of one fabric.2’ The
third major point about poetry and music made in the last paragraph
of the essay is Elfot's declaration: “. . . I know that a poem or a
passage of a poem, may tend to realize itself first as a particular
rhythm before it reaches expression in words, and that this rhythm

.28

may bring to birth the idea and the image. . . . In his essay

"Speiking to %he Psaltery,"” Yeg‘ts %ays sn-gthinﬁ which supports this
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s non-rational theﬁry.af creativity: *. . . for no beginnings s g/in

the intellect, and no 1iving thing remembers its own birth. , . !;29
Although not all poems are born of rhythm before word, the occurrence
of this phenomenon is a powerful link between music and poetry.

Elfot writes about the genesis of poetry in several other
essays. His essay "The Use of Poetry and the u;g of Criticism” 11inks
the creation of poetry with music: “Poetry begins, I say, with a
savage beating a drum in a jungle, and it retains that essential of

percussion and rhythm, . . ,"30

Although Eliot is using metaphor in
this statement, the more literal level of meaning 1s intended as
well. In *Tradition and the Individual Talent" Elfot refers to Canto
XY of the Inferno and advances other theories about the creative
process. He maintains that the first stage of éreativity in poetry ,
is passive and non-rational in nature and that poetry is remote
from its experiential origins as is music:

The last quatrain gives an image, a feeling

attaching to an image, which “came,® which did not

develop simply out of what precedes, but which was

probably in suspension in the poet's mind until the

proper combination arrived for it to add itself to.

The poet's mind is in fact a receptacle for seizing

and storing up numberless feelings, phrases, images,

which remain there until all the particles which can
unite to form a new compound are present together.3)

Later, in the same essay, Eliot supports the theory that poetry is
remote from its origins: "For it 1s not the 'greatness,' the
intensity, of the emotions, the components, but the intensity of the
artistic process, the pressure, so to speak, under which the fusion

takes place, that counts. *32
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In Feeling and Form, Susanne Langer discusses the creation of

music in much the same terms as those used by Eliot to describe
poetic creation:
. @ musical work grows from the first imagination of

its general movement to its complete, physical o
Presentation, its occurrence. . . .The first stage is the

process of,conception, that takes place entirely within

the ¢ r's mind . . . and issues in a more or less

Sudden ré®0gnition of the total form to be achieved.33
She explains further: "Once a matrix of musical thought, a
“commanding form," has been grasped by one's artistic imagination,
1t assumes a peculiarly impersonal status, 1ike an impression from

DUtS’ide- Smthiﬁg 'g!'VEI;_'"B'g

- In Philosophy in a New Key, Langer declares the importance of

the non-ratfonal, uhconscious element in the creation of music:
"What is true of language is essential in music: music that is
invented while the composer's mind is fixed on what is to be
expressed is apt not to be music_"35 She later quotes the nineteenth
century musicologist, Hanslick, on the subject:

“An inward singing . . . and not an inward Fee?i!%,r

prompts a gifted person to compose a musical piece."

Therefore it does not matter what feelings are

afterward attributed to it or to him; his 7

responsibility is only to articulate the “dynamic tonal

form," 36 o

Many of Langer's aesthetic theories deal with non-rational

structures in art and with the similarities between music and poetry.

In Feeling and Form, Langer generalizes: *The essence of all

composition . . . is the semblance of organic movement, the 11lusion
of an indivisible whole.*3’ Later, she speaks again of pattern or

context:
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A poem always creates the symbol of a feeling, not by
recalling objects which would elicit the feeling itself,
but by weaving a pattern of words -- words charged with
meaning, and colored by literary associations -- akin to
the dynamic pattern of the feeling (the word "feeling"
here covers more than a “"state"; for feeling is a
pProcess, and may have not only successive phases, but
several simultaneous developments; 1t is complex and
its articulations are elusive).38

In spite of the difference of terms, Langer's discussion can be seen
as parallel to Elfot's 1919 articulation of the "objective
correlative”:

The only way of expressing emotion in the form of art
is by finding an "objective correlative*; in other
words, a set of objects, a sfituation, a chain of events
which shall be the formula of that particular emotion;
such that when the external facts, which must terminate
in sensory experience, are given, the emotion is
irmediately evoked.39

Langer applies Eliot's idea of the “logic of the imagination" to
all of the arts:

Since every poem that is successful enough to merit the
name of "poetry" -- regardless of style or category --
is a non-discursive symbolic form, 1t stands to reason
that the laws which gevern the making of poetry are not
those of discursive Togic. They are "laws of thought"
as truly as the principles of reasoning are; but

they ply to scien )

practical) reasoning. They are, in fact, the laws of
imagination. As such they extend over all the arts, but
literature is the field where their differences from
discursive logic become most sharply apparent. . . .40

By declaring that "the laws which govern the making of poetry are not
those of discursive logig," Langer thec:rética]’ly makes possible the
use of giwangements of images in which images are bound together by
means other than logical or linear structures.

Elfot's theory of the impersonality of poetry applies to

creativity in music as well. In "Tradition and the Individual Talent®

o
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Eliot gives his famous analogy for the "depersonalization of art":

The progress of an artist is a continual self-sacrjfice,
a continual extinction of personality. . . .I thegéfure
Amwite you to consider as a suggestive analogy, the action
~ which takes place when a bit of finely filiated platinum
is introduced into a chamber containing oxygen and sulphur
dioxide, . . _And [ hinted, by an analogy, that the mind of
the mature poet differs from that of the immature one not
precisely in any valuation of “personality," not being
necessarily more interesting, or having “more to say,” but
rather by being a more finely perfected medium in which
special or very varied, feelings are at liberty to
- enter into new combinations.

The analogy was that of the catalyst. . . .The mind
of the poet is the shred of platinum. It may partly or
exclusively operate upon the experience of the man
himself; but, the more perfect the artist, the more
completely separate in him will be the man who suffers and
the mind which creates; the more perfectly will the mind A
digest and transmute the passions which are its materfal. L

The transformation of experience which Eliot is referring to is the
same kind of transformation which takes place in the creation of
music. If a poem or a piece of music is simply the stark experience
or unchanged emotion of the creator, the work is usually sentimental
and has little to communicate. Like Langer, Eliot contends that
there is an unconscious aspect in the creative process in poetry:
.+ . experiences are not “recollected," and they

finally unite in an atmosphere which is "tranquil*"only
in that it 1s a passive attending upon the event. Of
course this is not quite the whole story. There is a
great deal, in the writing of poetry, which must be
conscious and deliberate, Ig fact, the bad poet is

usually unconscious where he GlUght to be conscious, and
conscious where he ought to be unconscious.42
- 2

&

Eliot's discus%iqh of that element df rhythm in pgetry/uhich
accounts for “"passages of greater E?d lesser intensity” can also be
found in Linggr‘s analysis of music:

The fundamental relationships in music, [musicologist von
Hoes1in] says, are tensions and resolutions; and the
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patterns generated by these functions are the patterns
exemplified in.all art, and also in al} emotive
responses. Wherever sheer contrasts of ideas produce a
reaction, wherever experiences of pure form produce
¢ mental tension, we have the essence of melod . . . the
- upshot of all these speculations and researcges is, that
there are certain aspects of the so-called “"inner life"
-- physical or mental -- which have formal properties
similar to those of music -- patterns of motion and rest,
of tension and release, of agreement and disagreement, 43
preparation, fulfilment, excitation, sudden change, etc.

By relating the structural patterns of ‘tension and resolution in
music to similar patterns in people's mental lives, Langer advances
the possibility of this kind of hon-logica] structure in all of the
arts. In Feeling and Form Langer explores aspects of rhythm in music.

Just as Elfot asserts that rhythm in poetry is more than a matter of
metre, Langer explains the less obvious constituents of rhythm, and
names rhythm as the unifying priﬁciple in music:

The principle of rhythmic continuity fs the basis of that
organic unity which gives permanence to living bodies --
a_permanence that, &s I have remarked before is really a
tern of changes. . . .The comanding form of a piece of
music contains its basic rhythm, which is at once the
source of its organic unity and its total feeling. The
concept of rhythm as a relation between tensions rather
_ than as a matter of equal divisions of time (1.e. metre)

’ makes it quite comprehensible that harmonic progressions,
resolutions of dissonances, directions of “running*
passages, and "tendency tones" in melody all serve as
rhythmic agents. Everything that prepares a future creates
rhythm; everything that begets or intensifies expectation,
including the expectation of sheer continuity, prepares
theé future (regular "beats" are an obvious and important
source of -rhythmic organization): and everything that
fulfills the promised future, in wi{s foreseen or unforeseen,
articulates the symbol of feeling.

According to this pronouncement of Langer's, it is rhythm and patterns
of rhythm, which bind a musical work together. Elfot profésscs that
the same 1s true for poetry.
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One of the similarities between poetry and music 1s the way in
which words and sounds can be used as symbols. In Philosophy in a

New Key Langer explains music's use as symbol:

- . . there is no doubt that musical forms have certain
properties to recommend them for symbolic use: they are
composed of many separable items, easily produced, and
easily cosbined in a great variety of ways; in themselves
they play no important practical role which would 7
overshadow their semantic function; they are readily
distinguished, remembered and repeated; and finally they
have a remarkable tendency to modify each other's
characters in combination, as words do, by all serving
each as a context.¥5 ’ ‘

Langer's last point is one of the main points that Eliot makes in
his paper on music and poetry. The components of music, l1ike the
words in poetry, serve each other as context. At one point Langer
states: "Logically, music has not the characteristic properties of
language -- separable terms with fixed cannotatiéns and syntactical
vrules for deriving complex connotations without any loss to the
constituent elements. "6 The words “fixed" and “connotation® seem
to be in contradiction, but Langer 1atericiar1fies this in a
discussion of a music critic: “Because he considered nothing but
conventional denotation as "meaning," he insisted that music could
w47

not mean anything. Later in the essay Langer states:

For music has all the earmarks of a true symbolism,
except one: the existence of an assigned connotation.

It {s a form that is capable of connotat on, and the
meanings to which it is amenable are articulations of
emotive, vital, sentient experiences. But its import
Is never fixed. In music we work essentially with free
forms. . . .48

Again, I disagree with the use of "fixed" as an adjective for
“connotation; for the freedom of connotation in music, although
- greater than freedom of connotatien in language, is similar to the

=~
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latter. .
In “The Music of Poetry" Elfot says of poetry: "If, as we are
aware, only a part of the -eching can be conveyed by paraphrase, that
&

kS
is because the poet is occupied with frontiers of consciousness

beyond which words fail, though meanings still existt"'g Continuh}g
with her examination of music as language, Langer contends that

The poet . . . does well to speak in figure, to keep
his own symbolic form, . . .It is not true that whatsver

can be expressed symbolically can be better expressed
““titerally. For there is no literal expression, but only
' another kind of symbol. . . .If music is a symbolism, it
s essentially of this untranslatable form. That is the
,/} gist of Wagner's description of the “orchestral language.*
Since this "language” has no conventional words, it can
never appeal to discursive reason. But it expressed " just
what is unspeakable in verbal language, and what, viewed
from our rationalistic standpoint, may therefore be
called simply the Unspeakable "0 ’
An understanding of the structures in music which are not based on
logical or linear principles can lend insight to the ways in which
complex patterns of imagery create poetry which can, as Eliot
suggests, "communicate before it is understood." In discussing
poetry in his essay on music and the other arts, Pater refers to a
way in which meaning reaches us other than through the understanding.
Eliot's essays assert that melody is just one component of the
music of words. He explores the concept of rhythm as passages of
greater and lesser intensity, musical pattern as that pattern formed
by the secondary meanings of words, and musical pattern as the
complex of imagery in a poem.
Thus far in this thesis, we have observed that the Imagists’
lack of concern for structure disqualifies them as candidates for

Tikely tutors of Elfot in his arrangement of images. Among his
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influences prior to the Imagists, probably Baudelaire and the
symbolists had the q!ut:st effect in mkingflll fot aware at once of
both the importance 621?{&; concrete, precise image and of the
necessary dependence of the image upon other images and the rest of
the poem. Elfot's contact with the philosophfcal theories of the late
nineteenth and early twentieth centuries, specifically Bergson and
Bradley, likely reinforced his growing awareness that ‘ite-isj‘ in
experience become fused and dgv;iv! meaning from their cante;xt_‘ Eliot

stated more than oncg bis. critical writings, that the experience

of poetry was to be a composity of many experiences transformed by
the creative process. ;15 conclusion, then, that images, the units .
of poetry, are properly bound in context, er the parts of
experience, {s a probable one. Eliot's int.er'est in the relationship
between music aﬂdvpoetﬁr led him further in the direction of Bradley's
proposed "non-relational unities,* for in music there are structures

which unify subjects in ways not compatible with logical structun\.

during his career, we are now ready to examine the structure of i
arrangement of images in his poetry. Contrary to the logica)l
arguments of his eighteenth century predecessors, the romantic -
stories of his nineteenth century predecessors, and in contrast to
the stark single-image poems of his comtamporaries, El{ot produced
poems with complex patterns of images which derived much of their

msaning and m-r from their contexts. = .
/
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It is my thesis that the images in Eliot's poetry have to be
considered "in context.” The images do not have ﬂeir meaning or
significance alone, but have their efféct by being allowed “to fall
into [the reader's] ‘uemry successively" so that "a total effect is
produced." A significant number of Eliot's images are stfongly
determined by surrounding war&é%nd images. Connecthons among the
words and fmages of several poems are not serial, cumulative or
relational, but as Eliot expliins in the preface to Anabasis: "The
sequence of images coincides énd concentrates into one intense :
impression.” This characteristic of Elfot's imagery can be found
throughout his work, from his earliest major works to the Four
Quartets of thirty years later. Eliot's apparent tendency to view
things "in context," a perception reinforced by contact with
Bergson's ‘ideas in 1911 and Bradley's theories in 1913, is evident
in four of his six major poems written before 1911 ("Prufrock,"
"%re]udesi" "Portrait,"” and "Rhapsody").

Bradley used the terms "relational" and "supra-relational® when
describing levels of knowledge or expe;‘iem;eg Whether -or not Eliot
was conscious of the fact, there is a t:nrrespandence between Bradley's
terms and the ways in which Eliot's images are connected to other
words and images within a poem. Images which affect one another by
simple repetition through the “logic of concepts,” or by fairly
obvious or prédictab’le relationships can be considered “relational.”
Images joined in these ways are connected by perceivable
"relationships." On the other hand, images which are affected by

other words or by other images according to a non-linear pattern or
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“logic of the imagination® rather theqsby a seqeentiei order or
"logic of concepts,” can be called “nen—re]gtienaT“ or "supra-
relational."” Imagee joined in these ways are not.connected by
explicit verbal cues, rug are esseciatedain subtle or unexpected
ways, and form an undistinguished whole as do subject and ebjeet in

-

Bradley's phi{%sqpﬁih Some images connected in a supra-relational
series of images connected by verbal cues whi¢h then

way begiﬁ with a
develop into an additional, somewhat inexpiiceble "leap" at the end

of the series. The d.*i?iatien of these images with one another is

not based on ordinary, evident “feietianships“ among words. i &

I believe that Eliot's images that are connected in supra=a
relational ways represent his most highly developed images. They
support the theory that it is necessary to discuss his images as they
occur -- {n context. The terms “relational" and “supra-relational”
are being used in reference to ways “in which images are joined rather
than to "types" of images. Like most categorical terms, these are
not absolute. Although this chapter will not deal with images of
Eliot's which are sin@]; re1atiana1, I have observed several degrees
of “supra-relational" connections ranging from the partially
relational to the most complex supra-relational of connections.
Although these "degrees" do involve varying degrses of supra-
Eelatioﬁal connectign, they cannot be definitively arranged on a
scale of increasing complexity and must theeefere be simply seen
as different types of connections. The first of these "degrees" of
suprasrelatiena] connections 1; that which begins with a serfes of

relationally or obviously connected images and ends with a "leap," a
L

s
]
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jotning of images that is unexpected. fhe first example, takqufram
"Prufrock,* invoisés only two images y1th an apparently "reiatiaﬁéT“
1ink and a modest leap from one meaning of the key word to a |
,metaphar based on another of its meanings. Two separate images are
linked by a word which acts upon‘the two images, not as simple
repetition would, but which binds them in such a way-that the second

’spe¢1fies or expands the visua) details and meaning of the first: -
] H{ necktie rich and modest, but asserted by a simple
pin -- |

2 And when I am formulated, sprawling on a pin,
3 When I am pinned and wriggTing on the wall.Tl

ATthcugh these two images are thirteen lines apart, their effect on
egéh at?er is great. The first image is concrete and tangibie: %%?
"simple" tie pin. The second image brinﬁs out the irony in the usé'
*of the word "simpie“:. there is nothing simp]eiébaut the trappiﬁ;s
of convention. The second image is-abstract, metaphorical, but it
depends upon the first image for one level of its meaning. What
beganias an image of social canbention; a tie and tieipinD ends as
the brutal finsect imagery of Prufrock "formulated," pinned T{ke an
insect to be categorized ané @oﬁtreiied_ Eiiat has linked the two
images in such a way tpat the most extreme aspects of social
‘stereotyping and social expectation have accrued to the inége of a
pin. The two images, linked by repetition, and the final leap into
metaphor have greater impact than the metaphor could have had
standing alone. ‘
The second exgipie of the supra-relational connection based
upon a series of relationally-linked images and an unexpected "leap"

= g,f' =
is from The Waste Land ("A Game of Chess"). This exampie features
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many more images in the initial series and a muchiﬁarggr "leap" than
in the first example. Eliot presents images of flame and of giéss
juxt;posed in such a way as to create endless reflections of f1ame
until by the end of the passage, the last image seems to burst into
flame, an effect that heightens the image beyond the simple capacity
of the word$ within that image:

The Chair she sat in, like a burn1shed throne,
Glowed on the marble, where the g'ass
HeTd up by the standards wrought with fruited vines
From which a goTden Cupidon peeped out
(Another hid his eyes behind his wing)
Doubled the flames of sevenbranched candelabra

ecting 1ight upon the table as
The glitter of her jewels rose to meet it, -
From satin cases poured in rich profusion.
dn vials of ivory and coloured glass
Unstoppered Turked her strange synthetic perfumes,
Unguent, powdered or 1iquid -- troubled, confuse :

13 An g arowned the sense In “odowrs ; stirred Ey the air Sﬁié
14 That freshened from the window these ascended e
. ing the prolonged candle-flames

1& Flung their smoke into the Tac veria,

17 Stirring the pattern on the coffered ceiling.

18 Huge sea-wood fed with copper
19 Burned green and orange, gramed by the coloured stone . . .

i —
N—-O\omwmmbum—-

20 Under the fireTight, under the brush, her hair
21 Spread out in flery points.
(pp. 66-67)
A chair, flames, bottles of perfume. a copper eei]ing. and a ‘

fireplace are the major objects in the room. The images in the

passage seem to consist of three types: those involving flat

surfaces which are shiny and ref1ect1ve. those involving shapes which .
are shiny but transparent or flaming, and those uhich suggest |

reflection or fluid- HTE movements. The first of the series of these
images s the *burni shed throne” of 1ine one. The throne not only

shines richly ("burnished") bUtfit is also reflected ("Glowed”) 1n

the marble mantel. These details alone would fill a rotm with
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briglitness and reflections of each brightness, but on the marble
mantel is a "glass" whikh seems to be an "art nouveau piece, held
by standards wound with "fruited vines." Baté the g1ass,anq the
vines seem tg be richly-coloured glass, judging by the design. The
‘lavishness of this piece is symbolic of the excessive richness and .
sensatigh of the room. The,twa_shiningi“gglggg Cupidons,” half )
hidden in the coloured 91355; add to the shine and}éc]our of the
scene. Almost every word in the passage contributes to this single
effect. Line $ix: -"Doubled the flames of sevenbranched candelabra,"
has as its subject the burnished throne, for it too, with its shiny
surface, 1s capable of reflection as it is itself reflected. The
shape and the excess of the multi-branched candelabra with {ts
~quivering flames is figuratively “doubled” by its reflection. Already
the room is beginning to fill with flame. The 11t candelabra is
also reflected in the table which, by suggestion, must then be of
highly.pa11sﬁed wood . Tﬁé giitteF‘ of thg woman's jewels on the-‘
table adds colour and light to the scene énd‘daubly S0 as the facef%g -
of the jewels must be catching the points of 11ght in the room and |
must also be reflected in the other articles of furniture. Line
nine, although dealing with different kinds of objects than the
previous 1ines, adds ﬁo the effect being created. Al though the
shininess of satin canﬁgt reflect as marble can, its shine is 16
harmonyiwith the other rich, glowing objects. "Poured," also in line
nine, describes liquid movement akin to the movement of fiaiés
reflected on a shiny surface. The words *rich* and "profusion,*

like “Reflecting” in line seven, add to the effect being produced.
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Line ten is filled with words and images which cause a similar .
effect. “Vials" and “coloured -glass” suggest .both colour and
trans;arencyi The shiny opaqueness of "ivory" coincides with the
“marble” of line two just as "coloured glass" recalls the “fruited
w vines" of line three.” The key words in line eleven interact closely
‘with each other. ,"Unstoppered” achieves two things -- by suggestion
it draws our gtteﬁticﬁ to the mouths and interiors of the vials and
bottles. The word also "releases" the scents.of the perfumes into
the air, creating a ri;B olfactory image. The verb "lurked" also
draws our attention to the interior of the bottles and'it connotes
hystery and dimly-seen shapes, connotations which are reinforced by
- the line's méntinn of "strange;“ After the suggestions of scent and
the word "perfumes" at the end of 1ine eleven, "Unguent" (although a
noun meaning salve or ointment), looks as if it could be an
adjective for perfume. One can hear the adjective "pungent” in its
place, an appropriate word of description for “"strange synthetic
perfumes."” “Liquid“ hat-on1y describes one form of the perfume éf
cosmetics; it aldo #ggests modement, in this case the unseen
movewént of scent, also suggested by “troubled" and "confused." In.
the next two lines these invisible and slight *invements“rgrou to
drown ‘the sense in odours” in the next line. "Stirred" in that
line and "ascended” 1in+the hext, increases the movement of the scents
until they are almnst‘visiblg; almost tangible. The idea of .
perfumes ascending and making flames f]arﬁﬁcith scent is a very
‘sensual image, appealing both to sight and to the sense of smell.

$ Line fifteen is very vivid: the use of “fattening” and the
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description of the flames as "prolonged," creates a'mehial image of
high quavering f}anes alternately swelling and risfngAgs the gusts

of air and perfume affect them. This image is a good way to identify
* the flames and their colour, movement, and smel] with the perfume
bottles\and their colours, invisible movement and scents. That is
part of what makes the passage so powerfal: all of the images arer
intricately woven together by implication, by juxtaposition, and by
sh;red characteristics. The f]anes.'having flared with the influence
of the scented air, are now considered as scent-bearing also:

"Flung their smoke." Images of scent givé‘uay once more to those of ,
reflection. It is the smoke that.is now reflected in the "laqueria”
-- the images are all woven together. The r;f]ections are seldom
static. This reflection, too, is seen as “stirring" and further
reflecting on the “coffered" ceiling; the suggested colour recfﬂls
the "burnished throne® of 1ine one. The "pattern" on the ceiling
enriches the reflection as all of the implied patterns have done.

The last two lines of the Passage reinforce the copper colour of the
image. It has been the colour of the throne and it is oﬁ; of the
colours of the flaﬁes. In fact, these lines, seventeen to ninet;en
inclusive, provide the more dramatic flame of a blaze. The namiﬁg

of the colours “copper“‘and “green" and "orange” tie the passage
togetﬁer with the flames of the candelabra of line six and

successive lines. Even the fireplace is of "coloured stone." The
amazing thing adzut the effect of these images is that twelve

Vines later all of their effects are depasited onto the simple,

almost understated image:
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Under the firelight, under the brush, her hair

Spread out in fiery points. , ) ;

. (p. 67)
This final image seems ablaze, far from simply featuring a woman
with reddish hair or_é woman simply brushing her hair within range of

firelight. -

| The second :pegrge" o; supra-relational cannegtinn among images
is analogous to the mudjcal structure based on a theme and variations:
"Writing a variation on a theme consists in transforming it without

altering its essence.“2
[

In this “degree” a key image is given and

it is followed by other image§ based bn a slight variatién or
development of the first image. The most developed example of this
effect is to be found in "Portrait of a Lady" which includes §evera1
" aural images which are connected 1n,§ Supraére;atianai mgnnefi Three
of Eliot!s poems written at about the same time, "Rhapsody Gri a Windy
Night," "The Love Song.of-J. Alfred Prufrock,” and *Preludes,” name
musical forms in their titles so it is not unusual to find that
“Portrait” is based on a musical structure. Although "Portrait® does
not have a musical title, the fact that it has three parts divided
according to its thematic development (1ike a concerto) supports the
claim that 1t has a musical structure. Part one acts as an
exposition; i1t states that the experience ot the poem was preceded by
the speaker's attendance of a concert, and the theme and one
variation are given. Part two functions as the development: two
yariations of the theme are given. Part three can be seen as a
recapitulation with an understated musical image given just before

the poem ends. This type of association among images can be classed



as supra-relational for two reasons. Although there is -an }
e;p]icableRcannectiaﬂ among the imgges.ithat of a "theme aqnd
variatinnsé";this fs @ relativély unusual type o} structure for
1fterature. The second reason for treating the connection as supra-
relatiOﬁé1 rather than as the simply relational comnection preSent,
in any pattern of images, is because this is not a simple serial or
repetitive pattern: transformation is involved. The imaggsfg;e
;imilar in that they are all musical, Eit they are different in so
far as subsequent images are developments of the first image. In
being subtle developments of a “thems, ", ikegthe variations in a
‘musicai composition, the'differenceé'among images are complex. The
transformations do not follow a linear development but rather they
f&]io& a musical structure of exposition, dgveIaﬁment and
recapitulation. ’

EIfof links the aural images in "Portrait" agcording to a
“theme and variations" structure. First, thezg_is an abstract ’
introduction to music as theme engy in the poem (in line eight):

We have been, let s say, to hear the latest Pole
Transmit the Preludes, through his hair and fingertips.
(p. 18)
Once the scene has been set, the aural im3ge or "theme" is stated
(fifteen lines later):

Through attenuated tones of violins

Mingled with remote cornets.” .
(p. 18)

Eleven Tines later, beginning the second stanza of Part I, the theme

is deveiapgg:
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E Among the windings of the violins
* ‘ . And the arfettes
- Of cracked cornets o
(p. 19)
; The words viaHns" and "cornets" link this aural 1nage with the

first but this time the violin is not s1mp1y "attenuatéd” nor are
the cornets "remote.” The image 1s more carefully delineated or
deve’la{zedi The "windings" of the violins and ‘the "cracked" séundf of
the cornets specify the nature of the sounds: unpleasantf. In both
cases the images are as;sﬁciated r:ith unp?easa%t voices, vofces making
ccnversation wh1ch is tedious, false, and manipuiat1ve The first
image is preceded by

1

-- And so the cmversat’inn slips
Among velleties and carefully caught regrets.
. (p. 18)

The second image is preceded by ten lines of tiresome, ﬂatt g
monologue designed to manipulate the main speaker of the poem into a
lm're intimate relationship. ( i

Part II of the poem Qinﬂu@s two aur-ar’l images which can be seen
as yariations on the theme of Part I:

The voice returns Tike the insistent aut-gf tune
Of a broken violin on an August afterncon: ,
- (p. 20) .

The image 1$ linked in three ways with the previous ones. The word

Tt “crézted;“ describing :t:@rnets‘ in the last line of the last image, is

-

more often used to describe a voice than an 1nstﬂﬁent The two

. previous ,nges have been, as already mentianed assaciated with

unpleasant voices. A "wiolin® hés been one of the 1nstnients used

in the previous images. In this way, this aura}l 1mage 15 1inked with,

and yet different from, the. tws- earlier images. This image offers a
!

\ | /
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very specific kind of unp]ea;hnt music: the voice is "1nsistent" and
"out~of-tune” like the 'b}oken“ violin. After this image one can
feel a s]owing down, a diminishing, in the development of the aufh]

image:
Except when a street-piano, mechanical and tired
Reiterates some worn-out common song. R
C (P' 20)

This variatfon, in which a piano 15 the featuFEd\ig:trument. and the

speaking voice has become a song,,reflects the main speaker's ennui:
the piano is fmechanipal and tjred," and the song is "worn-out® and
"connon " The tedious votce of‘Part I, with the help of an old,
clichedq and sentimental melody, has almost th not completely
"succeeded in moving the main speaker. '

The aural image in Part III of the poem appears as the third
_last line of the -poem, briﬁging the chain of aural images and the poem
to a close: *This music is successful with a ‘dying fall'" (p. 22).
Just as Eliot slowed the pace in the previous image by us.ing words
like "mechanical,” “tired," and "worn-out " in this last image he
makes the music end both figuratively and literally with a "dying
fali."” Eliot is referring to Shakespeare's "dying fall," found in
. "Orsino's plea in Twelfth Night ‘That strain again, it had a dying

faly. '3 Ihe unstressed last word of the line causes the cadence to
- fal and the pace to slow. The musical images in “Portrait* are
related to each other and to other parts of the poem in a coaplex
‘manner. The images function as a whole much as themes in a musical

- pifece would; taken separately the images would not have their full

meaning. The subtle transformations in the theme mark the



) ﬁannectians among the images as supra-reiatinnai rather than as a
smp’le "paf.tem“,of‘ images. . | .

In a similar but more subtle form, the theme and variations

i

b . camectfan among images can be found in The Waste Land. Pa'rt; 1

Funct-i:ms as the exposition of the "thene " with Parts 11, 111, and
Iv act‘ing as devehpﬂEnt and Part V atting ‘as a rex:ap'itu’latian

The Haste Land features a recurring “image Fcund once ‘1n each of the 7

poem‘'s five parts in different variations: the image of bones.’
P‘grt I, the expesiticn. gives the "theme" in concrete, but‘ not very
vivid- form. Trh key mage is -intpgdu:ed by*implication: "That )
- ccnrpse you planted last year in your garden" (p. 65). The mention of
| a ;e‘érsc‘ld corpse 1n the gardeo produces an imgge_c:f a skeleton?
bones. Part II, the beginning of th¥ ‘development, picks this up.

The corpse becomes "dead men," who have lost their‘ "bﬂnes“ "rats"
and "aliey" are introduced for the first time. The development s
toward a more concrete, vivid image of bones, but the image is )
distanced by the historicai implication of the past tense verb "lost":

.. I think we are in rats' alley
v - Where the dead men Tost their bones

(p. 67)
Part I1I offers the fullest development of the theme. The iMmage of
bohes is used twice and develops the detafils more vividly:
The rattle of the bones . ..
Hhite Eones naked on the low damp ground t

nes cast 1n a little dry garret .
Rattl d by the rats' foot only, year to year. R
T p. 70) .

These images are made nearer and more real by the use of the present

tense and the vividness of the images. The first of these images
~ E



picks up the "bones" of Part Il and gives us their sound. The'
second image, "White bones naked," recalls the "corpse" of Part I,
while the "damp ground” recalls the "garden" of Part I. In this
1ma9;'the visual detail and the sound of the bones are made vivid.
The mention of “rats" connects it with the image in Part I1. After
the detailed development of Part I!{ has made the image vivid, Part
Iv off?rs the image ipsmore subtle, almost mythic fo;m:‘
~ ' A current under sea ‘
Picked his bones in whispers.
T (p. 75) |
" Although' Part IV s stf'u part of the development, the key image of
bones is becoming more abstract, and as in Part II, the image is
receding into the past.‘_ggrt V functions as a recapitulation. The
" key image of bones appears but the image is proverﬁial and abstract,
siﬁp]y a repetition of what was a very vivid, concrete image 1in
Part III. The image in Part V is more subtle: "Dry bones can
harm no one" (p. 78). In this last use of the image, a mental picture
of bones is not actually evoked although the phrase "dry bones" is
used. The line encourages the reader to deal with this statement
intellectual.y; it does not evoké a sense experience. This co&siéx '
of images shows development from a concrete but mot very vivid
implied key image to an increasingly present,»concrete vivid image,
ato an.abstract. proverbial use iof the words of the image.
The third “degree" of supra-relational connection among images

consists minly of an effect of multiple and somewhat unexpected

overlap of meanings among images, The Waste Land (V What the T

Thunder Said) is an example of images working together in this way:
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1 fhe boat responded
2 Gaily, to the_hand expert with sail and oar

3 sea was calm, your heart would have responded
4 Gaily, when invited, beating obedient
5 To controlling hands.

(p. 79)

Almost every word in this passage could be underlined, for the

interlocking of meanings among them is extensive. "The sea was calm”
Tinks togefher twg major parallel images. The parallel structure of
"the boat responded" and ". . . your hearg/uould have responded" and
the repetition of “éespgnded" sets up the comparison be;ween the two
images. The repetition of "Gaily" reinforces the ﬁarallels between
the images bdt.it also links the motion of the boat on a calm sea,
.and the motion of the expert hand,’ with the motion of the
“cohtro]ling hands* and the heart's (in fact the body's) 1ma§ined
%éspoﬁse. The word 1tself carries the carefree lightness and the
piayfulness of the Boat's movement on the calm sea into a comparable
human response: one that is animated, elated. The repetition of
"hand; in the second line and “hands" in line five encourages the
tactile aspects of the image. The sail makes one think of the rough
texture of sail-cloth or canvas, and the oar suggests cool, smooth
surfaces. The sensuous aspects of~the second image are there by
implication rather than by statement. The word "expert” is richly
connotative. In‘the first 1ﬁqge it suggests subtlety of control,
delicate or slight movement by an expert being suff{cient to steer
the course of the boat. Th!s is reinforced by the beginning of the
following 1ine “The sea was calm.” On a calm sea surely even the
smallest movement of sail or ogr is adequate. The word “"expert"

\ .
carries over to the “hands" of the second image and suggests a
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sureness of touch which adds to the sensuality of the scene, as does
the suggestion of gentle, fragile motion that governs both images.
This passage, together with "when invited" and “responded,” sets up a
meaningful contrast with “obedient* and "controlling.d The
conjunction of these words delineates the surrender as the surrender
of love, not the implied intimidation that governs Fhe physicality
of the Sweeney poems, nor the passive acceptance of what is socially
expected 1n Prufrock's debate whether or not he has ". . . the

\

strength to force the moment to its crisis” (p. 16), nor the

mechanical indifference the typist has toward the attacking clerk in

The Waste Land, whose caresses are ". . . unreproved, if usdesired”
//( . 72). . ( |

Much is accomplished by the simple word "beating." The word is
oné of motien and it connects with the motion of the first image.

The subject of the verb "beating” is, of course, “heart" from the

’previous line. The connotation of "beating heart" charges the lines
with an excitement akin to the vivacity contained in "gajly.“

‘ "!;eating“ also changes the verb tense. "Responded" is past tense;
;would have responded" is past conditional; “beating” 1s in the
present tense. The fantasized caresses are made real for a moment.
The words "obedfent" and "controlling” recall the passive response
of the boat, and emphasize the submissive aspect of the sensuous
image, increasing the eroticism of the scene; “Obedient” and
“controlling" recall the “surrender” which is mentioned fourteen
lines earlier in the poem:

. . blood shaking my heart

The awful daring of a moment's surrender
(p. 78)
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A closer examination of the lines shows a broader parallel between
the passages. Not only does "surrender” coincide with "obedient” and
“controlling," but “heart* occurs in both passages and the first
heart is “shaking" as the second heart is “beating."”

In some of Eliot's poetry, single words or images which precede
an image make that image more vivid and more well-defined, by
suggesting themselves into the imége, by being in our minds when the
image is presented. In his essay, "In Retrospect," Pound pointed out
that(“There s, however, in the best verse a sort of residue of sound
which remains in the ear of the hearer and acts more or less as an
organ-base."4 Although Pound is talking about sound and rhythm, I
believe that a similar effect is possible on the "visual" level or
the level of the visual "mental image.; I am suggesting the
operation of an effect related to the "after-image" referred to by
psychologists: "The sensory experience that remains when a stimulus

wd Examination of the after-image phenomenon indicates

is withdrawn.
the possibility of the operation of a similar effect in imagery. A
text dealing with the psychology of perception states:
. visual experience does not terminate abruptly
upon termination of an intense stimulus. Rather, the
visual sensation remains for a brief period of time, and
under some conditions it may persist for several minutes.
The retinal locus of the excitation which results in such
after-images remains fixed despite eye movements .6
Other studies have shown the phenomenon to be cortical rather than
-retinal, which makes this explanation of after-image a particularly
useful oné as this paper deals primarily with the mental images of

poetry. -In a paper on “Relational Determination in Perception,”
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Wolfgang Kohler describes "figural after-effects,” a synonym for

after-images:
When visual objects, figures, dots or 1ines have for )
some time occupied a given region of the field, other
visual objects which are now shown in this region tend to
be displaced or distorted. Phenomena of this kind are
known as "figural after-effects."7

Although psychologists agree that "after-images" and "figural
after-effects” exist as phenomena, one must look to a philosopher for
the assertion that these phenomena exist as objects:

. . 1t is time to argue that hallucinations are part

of what there is, that “a red after-image," "a mirage,"

"a rainbow" are not merely nominal substantives, but
actually name things, and in particular, name a special
sub-set of the immediate objects of perception. . . .It

is sometimes urged that it is part of the meaning of the
word “hallucination" that when someope is under an
hallucination he is not seeing anything at all, and so
that it is simply a matter of definition that if the
drunkard who seems to be seeing pink rats is hallucinating,
there are no pink rats which he is seeing; and, 1ikewise,
Macbeth was not seeing a dagger. But the definition of an
hallucination feaves Qpen’tﬁg‘ﬁcssibiiity that something -
non-physical, that is, mental, is seen when hallucination
occurs. As far as the definition is concerned, there

may be pink rat-like (mental) shapes which are seen

by drunkards, and there may have been a mental image

seen by Macbeth which he mistakenly took to be a dagger .

. . . I believe that there are substantial considerations
favouring the existence of mental objects and the
associated act-object account of having sensations and
visual hallucinations (tke account of which distinguishes
thg having from what is had and allows both as existing);
indeed I believe that the arguments that follow force us to
acknowledge that mental objects exist.S8

I am suggesting that the "after-image" effect occurs in poetry, not
SO much as a perceptual phenomenon in which a word on the page ts

seen and retained (much as the effeét of repetition of a word), but
rather~that the mental image formed as a result of a strong image in

poetry remains much as an “after-image" remains, tn the mind, not on
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the retina. In the case of aural, tactile or olfactory images,
"mental sensation," rather than “mental image,” would seem to be the
correct term. Psychologists have found that the "after- igage"
effect is not Timited to vision alone. Bartley states in a book on
perception: i |
| The after-effect phenomenon was cr%ginaliy studied
) in vision; now certain after effects in other sense
' modalities are being studied in somewhat the same ways,
and are also called figural aftereffeets implying that
the very same principle is being dealt with in each
modality.9
Kohler makes a similar statement in his paper "Relational
-Determination in Perception": "Vision is not the only sense modality
in which satiation and figural after-effgcts occur!"jﬂ In the same
chépt&r, Kohler outlines the nature of t;e aftérieffect as a visual
phenomenon. His first point is that "inspectiaﬂ of any visual
objects gives rise to figural afterieffects; provided that the
objects are ciear]y segregatfd from their ground. . . ,“1] Kohler's
second point has to do with satiation. He states that low degreesg
of safﬁation develop even when objects are anly shown for a fraction * =\
of a secendf He c@nc]udes: "We are inclined to infer that virtually
all perception of objects goes a1tq a measure of satiatiﬂn.“lz His
third point, one which is particularly important to this discussion,
is that "The Tocus of satiation is mainly cortical rather than

15“13 The fact that the after-image effect is cortical rather

retina
than retinal supports my suggestion that the operatién of the effect
in poetry has to do with a mental image rather than simply with the.
perception of the letters and words which constitute a verbal image

on a page.
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,detatl of the image.

Although in a way,all of the preceding degrees of supra-

relational connections among images have been partly based on an

after-imageseffect, that is, the continuation or endurance of a

mental image and its merging with or in some wmy affecting the

images which follow it, I think there are connections among images

which are more strictly or more totally dependent upon the after-

fmage e¥fect. An example of this fourth "degree” of supra-
relational connection can be seen in "Burnt Nortén":

The dance along the artery
The circulation of the 1ymph
Are figured in the drift of stars. ,
(p. 191)

The different but parallel forms of long narrow pattern in motion

in each of the images enriches the final image by providing the visual

The pulsing of the blood through the arteries

is paralleled by the coursing of the 1ymph through the circulatory

system; the two are mingled. The patterns are all circular and

continual. The retention of the first two mental images, both

patterns of flow, create the interwoven pattern of the "drift of

stars": the Milky Way.
In "East Coker" there is another'examp1e of this pr@cessz'

1 0 dark dark dark. They all go into the dark,

2 The vacant interstellar spaces, the vacant into the vacant,
3 The captains, merchant bankers, eminent men of letters.

4 The generous patrons of art, the statesmen and the rulers,
5 Distinguished civil servants, chatrmen of many committees,
6 Industrial lords and -petty contractors, all go into the dark
7 And dark the Sun and the Moon, and the Almanach de Gothe

8 And the ‘Stock Exchange Gazette, the Directory of Directors,
9 And cold the sense and lost the motive of action.

10 And we 211 go with them, into the silent funeratl,

11 Nobody's funeral, for there 1s no one to bury.

12 1 said to my soul, be still, and let the dark come upon you
13 Which shall be the darkness of God. . . . (p. 199-200)
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In this passage Eliot creates an image of® dark tunnel, that of
"interstellar spaces,” and then marches everyone into it. Lines
one and two and lines twelve and thirteen (which really belong to the
next image) literally and figuratively "enclose” the people in
darkness. This method is much more powerful than if ﬁhé poet had -
simply provided a list of people and described where they were to go.
Lines one and two, which repeat the words “dark” and “"vacant," -
create the image of a dark tunnel. Lines twelve and thirteen create
an image of a vast, etérﬁa] darkness. By the dense arrangement of
;ards, and by the repetition of “dark," Elfot creates darkness.
Between theée imiggs of dense darkness is a list of people. The ,
Tist of people, which creates an image of a 1ine of people, is
sandwiched between the two images of darkness. With this darkness
at either end of the 1ist of people, Eliot is able to have the people
swa1]oued by darkness. The phrase "vacant into the vacant" makes
the grey vacuous figures merge with the darkness of the tunnel, ¥
enter it, and pass into the vast darkness beyond. In this passage,
the "total effect" of the mental image is created partly becalise of
the retention of the initial image of darkness which is made very
powerful by the repetition of "dark."

An even more effective example of the binding of images by an
after-image effect ié demonstrated by a single 1ine in "Dry
Salvages”: "And the evening circle 1gﬁéhe winter gaslight" (p.

205). Although "circle" here refers primarily to a circle of people,
the word carries over to the imagery of the gaslight, so that the

visual effeét of the gaslight image incorporates the circle which
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5
Preceded it. There are several reasons why a single line that
appears to be simple can work in such}é/;omplex way. As we have
seen before, Eliot often gives an ima\\ in words in one part of a
line or passage and gives it by 1up11c;\ n in a later part, thus
binding the two. In this case, the 1in and the compound image are
divided in two by the word "in." In the first half, “circle” is
articu]ated;\fn the second half "circle" is implied by “gaslight."“
There can be circles of people and circles of 1ight. The two halves
of the line are of parallel structure: article, adjective, noun.
The words used as adjectives, “evening” and *"winter," are related by
two common connotations or characteristics embodied in the nouns
“circle" and “gaslight." Both evening and winter can be associated
with gatherings of people (circle) and the need for light (gaslight).
The parallel structure in the lines and the parallel connotations of
the words bind them together in a way that reinforces the w
’which the residual mental image of "circle,” in the abstract,
carries over té “gaslight." The residual mental image of "circle”
is due to the after-image effect on a cortical level or on the level
of the mental image as all of the examples have been.

In a more complex way, in “Eastﬁepker,“'the after-image effect
produces an amazing overlap of mentaI images. In the‘fo]lowing
11;es each image lends ifs effect to each succeeding image, so that
the whole is a "total effect" depending upon the "logic of the

imagination":

1 And quake in purgatorial fires
2 Of which the flame i§s roses, and the smoke is briars.
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3 The dripping blood our only drink,
4 The bloody flesh our only food. )
- . (p! 2@2) N :

The superimposition of these images upon one another depends =

largely on their having the colour red in common. Although “red"
is never stated, the shared coloyr of the first imges ("fires,"
“the flame," and "roses") tends to make the shapes of the first

- images remain as part of the shapes of the second images. There is

some correspondence in shape and substance between the image of )
“fires" in 1{ne one and the "qripping blood" of line three. The
"quaking firés“ of .1ine one are fluid, moving and somewhat
insubstantial as are the “dripping blood" and the “drink.” There is
a similar correspondence in shape between the "flame" and the “roses*
of line two and the “bloody flesh” and the "food" of 1ine four.
The "flame" and the‘“rases“ are more well-defined in shape, more
' suﬁstantiai and static as is the "bloody flesh” and the "food."
The 1ines allow us to see flames and roses in the “dripping blood"
and in the "bloody flesh." Given the finer distinctions of visual
effect, ;e see "quaking fires" in the "dripping blood* and “flames"
and “roses” 1in the "bloody Flesh." 1 find that this example is one
of the most striking demonstrations of the power and complexity of
‘the supra-relational connection among Wmages and one of the best
items. of evidence for the view that Eliot's images must be considered
not singly but in context.

The fifth “degree" of supra-relational connection among {mages
is based upon a “focusing" effect. In this type of connection one

or more images function 1like the zoom lens of a camera or a
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telescope in emphasizing or "enlarging” a key fﬁage_ The
| p ratory image may, as the following example shows, create angles .
C:::i::: narrow the focus of view. Eliot was quite conscious of this,
kind of effect in poetry. In “The Metaphysical Poeys” Eliot praises
Donne for his use of the technique aﬁ& names its sog;ce:

- . - some of Donne's most successful and characteristic
effects are secured by brief words and sudden contrasts:

A bracelet of bright hair about the bone,

where the most powerful effect is produced by the sudden
contrast of associations of "bright hair" and "bone.* This
4 - telescoping of images and multiplied assaciations is

. characteristic of the phrase of some of the dramatists of

the period which Donne knew. . . .14
/ ,

Elfot's use of this techmique is more complex than that of the
metaphysicals, for instead of using words in sudden contrast to create
one image of this type,he uses one, or more images to create the
telescoping effect for another key image. “East Coker" begins with

an example of striking visual effects:

1 Across the open field, leaving the deep lane
2 Shuttered with branches, dark in the afternoon,
3 Where you lean against a bank while a van passes,
4 And the deep Jane insists on the direction
5 Into the village. . . . S
(p. 196)

The final image of “deep lane" in 1ine four is so vivid visually
partfy because of the repetition of "the deep lane" from 11ine one,
however, other words and images also contribute to this effect.

The setting of the “open field" is a sharp contrast with the dark .
tunnel of the deep enclosed 1ane. "Lean" implies direction and
therefore sets up the deep and angled image asserted so strongly by
*"insists." The "direction into" st;gpens the angle, and emphasizes
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the depth of the lane. This opening passage begins a narrowing, a
e . .
focusing, a telescoping effect.
A few lines later, in the same part of "East Coker,' are the

1 In that an field

2 If you do not come too ¢ ose, if you do not come too—close.
3 a summer midnight, you can hear the music

4 -~

5

lines:

of the weak pipe and «&the little drum
And s ancing around the bonfire.

(pp. 196-97)
The phrase "in that open field" echoes similar phrases which occur
in both of the preceding’stanzas although in those cases the open
field introduces completely different scenes. The use of the word
"open" is significant, for the field is not "flat" or “bare”; it is
"opep.“ This connotes a field opening up touard something in the
distance. The nental image of "open field* includes a focus in the
distance. The visual arrangement of the words in the first 1ine
corresponds to the mental image of "openness” be1ng-created.by.the
words. The repetition of the phrase "open field" and the repetition
of "If you do not come too close” establishes a mental image and a
sense of both distance and diminutiveness, both of which are
reinforced by the "weak pipe" and the “little drum." The
suggestion is that the pipe is "weak" because it is both small and
distant; the same is true of the "little" drum, By the time the fifth - |
line appears, the necegsary distance and diminutiveness have
already been established by the prekeding lines; instantly, the
dancers moving around the fire are distant in time and space. It
is the combination of the ¥ocusing effect of the two preceding\

e
v

7
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passages which sharpens the focus off the wee dancers with their
Tittle pipes and drums.
Something similar but much more compijcated occurs in "Burnt

A

Norton":
\X/ ,
1 The unheard music hidden in the shr‘ubber'
2 And the unseen eyebeam crossed, for the roses
3 Hac owers that are looked at.

— (p. 190)
Against the background of s'hrubbery in Iir:ie one, the roses assume a
new and heightened existence at the close of line three, n,nt;ble for
1t3 detached tone and abstract diction. The "eyebeam crossed" calls
to mind diagrammatic repgentaticns of the physz*la]eg_y of perception
in which beams of 1ight cross in front of the rétina. inverting the
image. The phrase also acts as a mechanism of focusing or *zooming
in* for a close shot of the roses, as a camera lens' would do. Beth -

vivid. The clause "for

of these processes make the msés Seem |
the roses/had the look of flowers that are)looked at" makes the
roses bnt.h subject and abject of the scene. This fact makes the
roses v‘lvid large and central to the scene. The repetition cf’x“]aﬂk“'
and “Tnged“ and "raoses" and “flowers" in just over one Hﬁemfurﬂ'ner
accentuates the effect. Both of these effegtxs "doubles" the existence
Gf the roses. ~ ~

The sixth and last "degree" of dupra-relational connection I
have simply called “interaction or"interfocking. In this type of
connection two or more images are joined in unexpected ways.
Although many passages of this type are simpler and ]ess powerful
than the connections among images which are based on the after-image

effec‘t ar focustno, some of the images connected by this more

)
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general, more comsmon title,can be considered purely "supra-

rg]liianal' because of their almost 1nei§}1cable 1-pact In ‘East
&

Co:,r there 1s an example of images connected partly b; the

//;ncusiﬂg effect®*and partly by the interaction effect:

; " Dawn points, and another day _
- Prepares for heat and silence. Out at sea the dawn wind
Wrinkles and slides. . . . . ) 7
' (p. 197) ’

¥
In the first 1ine, Eliot md%es the dawn, the Tight, "point* so that
“out at sea” is visually sharpened. The two separate images are
unusually connected. As a result of the first fhage, the sea 1is

distant and lit by early'morning l4ght. Although nothing within it

states this, the second image becomes one of a distant ;yg11tksea
with distinct wind-shaped waves ("wrinkles") spaced by the wind's
momentary "slides."
In the second stanza of “Burnt Norton," two other images
connect in an unusual way:
The trilling wire in the blood
Sings below inveterate scars. ,
(p. 191)

The visual and auditory paraliels in the two 1ines make both images

more vividly heard and seen. “Tri]]iﬁg“ is picked up in "sings," and
makes the blood “sing." The wire is identified with SEEFS; this
fact mingles the two images. The visual 51m11ar1ty between ‘ndre
and “scar" makes the latter metaphor more real, more tangible, bath
as "wire” and as. throbbing vein.

In "tast Coker* there 1s a more complex example af the
“interaction” ;ﬁnnectién among images: ‘

is
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‘ *
- 1 The wounded surgeon plies the steel

2 That ’uestions the distempered part;
3 Beneath th eedin
4 The sharp compassion of the healer's art.

(p. 201) |
This image has two parts; dividing between 1ines two and three.
Eliot has divided the lines and the apparently single image into two
by a change of perspective triggered by the word "beneath.” In the
first two lines of the passage, the poet and the reader look over
the shoulder of the surgeon into the open body of the patient. The
word "beneath” creates a change in perspective; by an act of mental
acrobatics, "we" are beneath the "bleeding hands," feeling the
surgeon's compassionate ﬂﬁ As he has done in previously discussed
images, Elfot first naﬁesiaAcan:rete image, "steel," then he gives a
similar abstract image by implication: "sharp compassion." Each
of the pairs of lines does essentfally the same thing, but the
repetition of the image in different terms sharpens it. The last
two }ines would not have their strength {f it were not for the first
two Tines. The sharp surgical instrument of 1ine one is simply
denoted as “steel," which evokes an image of a chilly, chilling and
very sharp object. The words "pttes" and "questions" emphasize the
precision and the probing, cutting nature of the instrument.
"Beneath the b’léedingglzands“ gives us an image not only of the
bloody hands but the "b;;ed‘ing" flesh they are working in, By the
time the reader confronts the “sharp" and "art" of line four those
two words have accumulated all of the precision and "sharpness” of
~ the previous 11rnes; The subject of the last 1ine, "compassion,” is

delineated by those two loaded words. The abstract *compassion"

LA
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acquires shape and meaning from what has gone before.

In much the sape way, in "Dry S}lvages" (1941), an olfactory

o

April dooryard,

1 In the rank ailanthus of )|
h the autumn table.

2 In the smell of gr 7 }
‘ (p. 205)
The "rank" of 1ine one makes the “smell" of the grapes “rank,* over-
ripe, and heavy in odour. "April" sugge;ts that the ailanthus’
rankness is that of tc; strong, heady flowers. ‘Autum“ in 1ine two
reinforces this: the grapes are probab]y!ipart of other heavy

overripe fruitfulness on-the "autumn Table." The parallel arrangement . 4

of the words within the poem helps to emphasize their relationship

e

to each other.
One of fhe most striking of the "interaction" connections
between images occurs in "Animula":
1 Pleasure in the wind, the sunlight and the sea;
2 Studies the sunlit pattern on the floor. (b, 113)

The scene is an indoor one of "the legs of tables and chajrs"

o W e A &t o, ©: no

(p. 113), but the single image "Pleasure in the wind, the sunlight

[ T

and the sea" determines the interior image which follows ;fti The
“wind, the sunlight and the sea" constitute movement and pattern &
picked up by the "sunlit™ of 1ine two. The moving pattern of
sunbeams on the floor becomes elaborated by the image of wind
rippling the surface of the sunlit sea. The outdoor image is brought
indoors by one word: "'sunHt."
In some of Elfot's poems, combinations of séverai of these

types of supra-relational connections create a complex, rich texture

(\
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" of imagery and meanings. I will discuss three Eliot poems in which
most of the images are bound in context. The first of these to be
discussed is "Sweeney Erect.” In this poem several groups of images
work togather in a similar way to form a network of effects:
S .

Paint me a cavernous waste shore

Cast in the unstilled Cyclades,

aint me the bold anfractuous rocks

Faced by the snarled and yelping seas.,
' (p. 44)

The imperative voice and the repetition of “Paint® insists upon or

" heightens the attention to the visual vividness of the lines, makes
one “see” a fr;ﬁgd painting of the scene described. What gives

this set of images so much st ngth are the effects of overlap among
the Wmages. For exainpl,%, "cavernous" provides an image of a gaping
hole in the rocks, the ﬁ:ugh open-mouthed image which is given in
another form in the last line by the words “F{ced ,:\\“snar’led,' and
"yelping.” “Cast" makes one think of "mold," iqne of Hts meanings,
which adds shape and dimension to the image af\the "bold
anfractuous” (sinuous) rocks. In the last line, “Faced" interacts
with several words which precede it. One can hear "paint me a face,”
"bold-faced,” and "rock face* in the last two lines. "Faced"
carries many meanings including "overlooking” and “rock face® and
is used to suggest the angry, animi—visaéed sea. ’
| In this stanza the animal imagery of the natural setting .
(emphasizing the open yelping mouth) béc:ams unpredictably
connected with the animal mager:v (emphasizing hair) used to
describe Sweeney:

- Y‘ *
.
-

.
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This withered root of knots of hair
Slitted below and ashed ) eyes,
This avai 0 cropped out wi h. ( )=
p. 44

The sinn1e lines found in the two intervening stanza

“Which tangle Ariadne's hair" and "Gesture of oran -outang, "

insinuate themselves into the passage quoted above. Ariadne is
sometimes considered a symbol of rejected-love, for Theseus
reputedly abandoned her after she saveé him from the Minotaur's
]abyrinthi15 The fact that Ariadne used a ball of string to save
Theseus, Eliot's emphasis in the stanza on Arjadne's tangled hai?;
the predominance of animal imagery in the poem, and the similarity
in name, somehow evoke anoigg? mythical figure: Arachne. Arachne
was, also associated with thread, but her use of thread was in weaving,
a skili she berfezted to such a degree that she bragged that her
weaving excelled that of Athene. Athene, having heard the boast,
temporarily spared Arachne's life and engaged her in a weaving
contest. When Arachne realized that she had lost the contest, and
would lose her life, she took a rope, and going to a grove of trees,
She hangedithseif. When Athene saw,her hanging from a tree, with
her hair streaming down, she turned Arachne into a spider 16 This
cawp]ex of associations gives 1nsect connotations to the Ariadne of
the poem. There is the additional cannatation of death, and the
possible connotation of death-in-love, because of the association of
the female spidgi with the devouring of the male after mating. These
associations connect Arfadne with the image of the hairy orang-
outang ané with Sweeney. Both images are thus built into the image

of Sweeney who is seen as a root or a hairy primitive creature. The

s
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“oval 0" of Sweeney's yawn evokes the imagery of the first stanza:
the animal ingéry and the craggy rock "face.” "Slitted” and
"gashed" imply the crudeness and brutality of Sweeney's appearance,
an image which also coincides with the imagery of stanza one.

- The previously quoted passage ends with the line: "The
sickle motion from the thighs.” The following stanza begins
"Jackknifes upward at the knees." The use of the underlined words
and their juxtaposition creaté a very strong effect. Both “sickles"
and *jackknives" have blades and in fact the former have even been
used on occasion as weapons. The use of either of these words in
reference to the motion of someone getting out of bed would be
salewhat terrifying but the use of both of them so close together
emhasizes the threatening appearance of Sweeney. The fact that
“sickle" is used as an adjective makes the image more vivid visually.
If the word were usedlas a noun the reader may have been able to pass
over it quickly, hastily formulating a vague image of a sickle.
Because of its use as a modifier of motion, “The sickle motion,"”
the arc made by a‘siickle in motion is traced in the reader's mind.
In making a mental image of the motion, one is left with a iﬁnre
accurate image of the sickle itself. "Jackknifes," used as a verb,
compels the reader to construct a more vivid image of a jackknife
than he would at the simple use of the noun. As with the motion of
the sickle, the fact that jackknife is given as a verb, implying
action, makes Sweeney and the scene more menacing. Identifying
Sweeney's 1imbs with weapons mke;. him look like the pat.ential’ly

destructijve creatur;- he is. As he gets out of bed he {s seen

o ———
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“"Pushing the framework of the bed," acting the part.@f a creature of
uncivilized bulk and strength. In the following 1ine when Sweeney
is described as ". . . clawing at the pillowslip,* it is an animal-
like creature we see "clawing,” not a human "clawing."” By this -
point in the poem, that single word “clawing,” is loaded with the ;
animal imagery which has gone before. .

Three stanzas later when one encounters the line "Tests the
razor on his leg" one does not simply see a man testing a shaving
instrument. The impact of "sickle” and "jackknifes" has taken its
toll: the razor is identified with these weapons . Of course the
word has its own connotations gf danger as well. As a result,
Sweeney's razor is menacing; the motion of the razor is menacing as
well.

The last §§anza offers another juxtaposition of images which,
through the connotative value of two words and the content of the
poem, take on an unexpected meaning:

But Doris, towelled from the bath,

Enters padding 6n broad feet, .
Bringing sal volatile

And a glass of brandy neat, ( , i
T (p. 45)

With all of’ tA;\anima1 imagery that has gone before, one is
TN —— .
prepared to see the poem peopled with beast-like creatures: Doris
cannot remain an ordinary human figure when she is described as
“padding on broad feet." One's image of her as a large, dull, slow |
animal {s sharpened by the mention of “brandy." She appears to be
somewhat 11ke a St. Bernard -- mute and automatic in her aid. The
overlap effect of the opening 1ines and the “interaction” connections

among other images bind all of the animal imagery and images of
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mechanical threat into one “total effect": the impression of
Sweeney.

The second poem | will discuss as a wi 5._"Rhapsody on a

Windy Night.® The first supra-relationall connection among images is

a series of images connectfon in a more or less relational way

3

followed by a "leap":

And you see the corner of her eye
Twists 1ike a crooked pin. o
The memory throws up high and dry
A crowd of twisted things;

A twisted branch upon the beach
Eaten smooth and polished

As 1f the world gave up

The secret of its skeleton,

Stiff and white, ¢

10 A broken spring in a factory yard, ) v
11 Rust that clings to the form that the strength has left
12 Hard and curled and ready to snap . . .

13 I could see nothing behind that child's eye.

14 1 have seen eyes in the street -

15 Trying to peer through 1ighted shutters . .

17 La lune ne garde aucune rancune,

18 She winks with a feeble eye. /

19 She smiles into corners.” ,

 (pp. 26-27)

D 00 SO LN B Ll P —

In this passage each image of a crooked or twisted thing is TEﬂt;
power by each oth&¥ image of crookedness or twistedness until

finally, in defiance of reasonable expectation, the image is

imposed upon the e;;e of the moon. Even the interplay among images
within this context has to be viewed within a broader cnﬁtext. The
two major images, the crooked eye of the woman and the crooked eye of
the moon, are framed by twc;sets of 1ines of almost identical pattern.
Seven lines before the Amage of the womah's crooked eye, the

following lines appear:
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The street-lamp sputtered,

The street-lamp muttered .

The street-lamp said, 'Regard that woman

- * (p. 26)
Just prior to the Tine: “'Regard the moon," are the lines:
| The lamp sputtered, 7

The lamp muttered in the dark,

The lamp hummed:

‘Regard the moon ,

(p. 27)
- The intarnal connections ameng the images are somewhat

relational but more complex than simple relation. Line one of the
given passage offers the first image, that of the corner of an eye
which is twisted 1ike a crooked pin. The image of the eye does not
recur for many lines although it is already bound to the fina) image
of the eye by the repeated pattern of lines which I have drawn
attention to. What follows the first image of the eyes is a 1ist of (ifﬁi
tﬁistedithings.e While the eye of the woman was simply compared by '
simile to a crooked pin, some of the other twisted things are given
in greater detail. In the case of the twisted branch, the image is
well-defined: its twisﬁedness b; the description of it as "eaten
smooth and polished,” and its crookedness and whiteness bg its. o,
comparison to a skeleton. In a subliminal way, the image of the
skeleton, by evoking the ghostly, prepares us for the later
examination of the eye of the moon. The images of twistedness are .
a1l white or metallic, another visual preparation faﬁgour encounter
with the moon. The images are all dead as the pin and the broken !
spring. The characteristic of deadness is accompanied by that of
emptiness in 1iné thirteen: the empty eyes of the child. With this

second occurrence of the image of eyes, more of these images are
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added. The “eyes:trying to peer through 1{ghted ;Ehutters“ are
twisted by implication rather than by direct statement. The "1ighted
shutters” of line fifteen provide, by implication, the darkness °
which is to be background for the moon. This is reinforced by the
intervening lines about the lamp, 1ines which even include the word
“dark“:
The lamp sputtered, '
The Tamp muttered in the dark.
The lamp husmed.
' (p. 27)
These lines provide a mental image of a row of street lamps shining
in the dark; the repetition and the placement of the word "lamp*
creates this effect.
When the moon is:introduced at the end of the passage, it is
very thte and its eye reflects the images of twistedness. [t
K\“ninks,‘ a facial gesture involving the twisting of the eye. The
eye is described as "feeble suggesting that the lines of- thgi5¥g!
are further wrinkled. ~The mention of only one eye on the moon x%~
suggests at once a crescent moon, with a curve for its outer
surface and a “facial® jaggedness in its inner or concave surface.

The moon "smiles into corners® with eyes straining and twisted by

the expression as were the eyes "trying to peer throygh lighted

shutters."” v -

Within the same poem is another pﬂﬁgf¥u1 compJex of images
operating in a supra-relational way. The madnes of the moon f1s
subtly alluded to in “The moon has lost her ry" (p. 27). Beyond

the obvious partial relationship between memord and madness, the
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poem's strong earlier image "m&night shakes the memory/As a
#adman shakes a dead geranium® (p. 28), already established the
association of memory with madness within the context of the poem.
In spite of this image's distance from "the moon has lost her
memory,” the first image is strong enough to have an impact on the
latter. The age-old association of the moon with madness and the
Hnes *. . . 'Iunar;1ncantationsloissolve the floors of memory"
(p. 26) heighten the effect of the moon's connection with madness in
the poem. |
The image of the dead geranium also insinuates madness into the

figure of the woman near the end of the poem:

Her hand twists a paper rose ’

That smelTs of dust and eau de cologne,

She is alone . . ] R 2 .
The reminiscence comes . 4

Of sunless dry geranjums. ( )
— p. 28

These "dry geraniums® are the “dead geraniums” shaken by the madman

in stanza one. In addition, reference has been made to the woman's
memory: “The reminiscence comes."” Memory has been a.ss‘ociated with
madness throughout the poem. The lines “The reminiscence comes/Of
sunless qry geraniums” also suggests remembrance of madness, given
—— LRI

the earlier association of madness and geranfums. A mltiﬁe effect
of madness is introduced with the figure of the woman by the
repetition of “twists” which is both 1ike "the madman shakes a dead
geranium” and which evokes all of the cumulative meanings of the
images of twisted things from the central part of the poem. The
woman becowes fdentified with the woman who'% eye is twisted like a

‘pin, and associated with the lifelessness of the skeleton (hers {s a
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death in 1ife). The broken spring is 11feless and ruined 1ike the s
things which populate her room: "smells of dust." Hers are the
empty eyes of the child as she twists the paper flower in distracted
fashion. Hers are the somgwhaE mad "eyes in the street/Trying to
peer through 1ighted §huttersfs“

Many other parts of thespassage réinfarce the suggestion of
madness. The woman "twists a paper rose*: she lives in a world that
s not real. She Tives in the past with "dust in crevices." “Thé
old nocturmal smells/That cross and cross across her brain" (p. 28)
are all of the past:

L}

Smells of chestnuts in the street,
And female smells in shuttered rooms.
And cigarettes in corridors
And cocktail smells in bars. 7 ,
(p. 28)
A1l she seems to have is memory and even that is tenuous, for
memories “cross and cross across her brain,"

"Preludes” is a complex of images connected in supra-relational
ways. In the first part of the poem figural after-effects account
for the way in which three olfactory images act as prelude to the
visual and tactile images of sordidness which come later:

". . . smell of steaks in passageways,"” "The burnt-out ends of smoky
days," and ". . . faint stale smells of beer" (p. 23). Although
separated by other unrelated lines, these three inageifgre connec ted
by association, and therefore accumulate meaning from the images
preceding them, The "smell" of “steaks" in line one easily connects
with Tine two, as these are steaks fried in rented rooms (not in

fancy restaurants), and their smell is likely to include the smells
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of both “smoke" and "burnt” meat. The second image connects with
the third, for “burnt-out ends" or "butts" and “smeky days" include
a mental image of cigarettes and smoking, smells often a_ssaciated
with "stale smells of beer" found either in rented rooms or in
public places 1ike taverns. These three connected olfactory images

fill one's mind with smells which are "common" and somewhat sordid,

.an appropriate preparation for the visual images of sordidness which

fa]?aui
Two of the major visual images are connected in a supra-

relational manner: : ! '

Sitting along the bed's edge, where

' You curled the papers from your hair,
Or cTasped the yellow soles of feet .
In the palms of both soiled hands. )
(p. 24) r

In this passage, the "after-image" effect accentuates the vividness
of the second image. “Edge" is used in reference to “bed” but both
the abstract notion of "edge" and its concrete, tactile component
remain in the mind. One can actually feel the edge of the bed as
one does while sitting on a bed. In line three Eliot gives us an
“edge‘ by implication. When the woman of the poem sits down and
clasps the sole of her foot "In the palms of both soiled hands,"
she would be very conscious of grasping the "edges" of her foot in
that particular position. These unspoken "edges" evoke the "edge"
of 1ine one. The two interact;: the first “edge," by being in the‘
reader's mind when line three is read, gives visual and tactile
detail to the position of the figure being described. The "edges”
of 1ine three evoke the first “edge" which carries with it the
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visual fact of the woman “Sitting along the bed's edge.” This
" interaction makes the woman's position more real and in fact makes
this position fe’lt by the reader through the emphasis on "edge. " &
What is happening here is simply what Eliot articulated fifteen years. i
‘\\:ij]s;ter in the Anabasis preface: “The reader has to a}’{?w the images
to fall into his memory successively without questioning the
reasqnablene;isgf each at the moment; so that, at the end, a total |
effect “is produted.*'’ f
A sdmilar effect occurs with "curled." InVIine two? “curled”
is articulated; in line four "curled" occurs by impTiiatiaﬁ, for to
q:hoid one's foot in the palms of both hands curls the foot forward and
upward -- "curled” is an important visual component of the position,
As with "edge," both zae abstract notion of “curled" and its visual
component remain in the mind after line two, so that line four
results 1n;an 1nt€ractinn between its use of the word and the image
of line two. It 1§i£hé vi%uai aspect of "curled" that is dominant in.
Tine two, while in lined threg and four, the implied "curled". draws
more heavily upon the tactile aspect of the Hotpi Like "edge,"”
“curled" helps to delineate the position describeddn line four -- it
heightens the- visual aspect of the image. Again the interaction
works two ways. The implied “curled” of line four evokes the spoken
"curled" of line two andifﬁﬁnects two of the somewhat pathetic or
sordid components of the scene: the woman's attempt to beautify
herself and the fagijthat her hands are soiled.
The four Tines I have quoted are a well-structured example in

which the supra-relational image works for Eliot. In line one the
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key word 'e&ge“ appears. In line three “edge” is given by
implication. In line two the key word “curled” occurs. In 1ine four <i
“curled" is given by implication. So complex a network of _
Juxtapositions can be attributed only to the “logic of the
imagination.® , -
Directly following the four lines I have quoted are nine lines

with new images:

5 His soul stretched tight across_the skies

6 That fade behind a ¢ ty block,

7 Or trampled by insistent feet

8 At four and five and six o'clock;

9 And short square fingers stuffing pipes,
10 And evening newspapers and eyes ~

/" T1 Assured of certain certainties,

12 The conscience of a blackened Street

13 Impatient to assume the world. ,

(p. 24)

The images of this passage are all stiff, taut, and linear (not
“curled”): “block," "short square fingers," "pipe,* and “"street."
The images are all of surface (not of "edges”): ‘"stretched tight
across the skies,” and "evening newspaper.” The passage 1\5 S/\
impersonal and matter-of-fact. The people in it are afeafﬁh?n
contrast to the persana1 intimate nature of the previous four-line
passage. The four Tines which follow the .long passage quoted above
use words which evoke the image of the first passage (the waman
sitting along the edge of her bed): ' .

14 I am moved by fancies that are curled

15 Around these images and cling:

16 The notion of some infinfte Yy gentle

17 Infinitely suffering thing. |
) (pp. 24-25)

The distance\between these lines and the image of the woman

clasping her feet helps to prevent these latter powerful lines from
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being sentimental. By use of the words "curled* and "cling," Eliot
evokes the passage ﬁﬁich includes the image of the woman clasping
“the yellow soles of feet." “Curled" is one of the key words from
the first passage but it is used here in an abstract way to describe
“Fanzies;“ a "notion." “Cling" is used as an appositive for
“curled." The former's connotations of helplessness, appropriate
ifor something "gentle" and "suffering," are enriched by including
both the visual and tactile aspects of "curled.” In a non-relational
way the two words "connect" the image of the woman and the "notion
of some . . ., infinitely suffering thing." The former image
benefits from a more developed, more informed delineation of

meaning. In “Preludes," before Eliot presents the specific image of

the woman sitting gh the edge of her bed, he introduces the woman

by referring to "the thousand sordid images/of which your soul was
constituted" (p. é;). The image brings us in contact with her as a
rather pathetic human being; it evokes sympathy in us. Near the
poem's end, when Eliot associates the last image (above 1ines 14-17
inc.) with the first image, he is offering the woman as an example
of some “infinitely gentle/infinitely suffering thing." The
intervening nine 1ines offer no one who evokes our sympathy; the
lines are a parade of self-assured, aggressive, aloof people going
about their business. Yes, the woman might be a bit sordid, but the
poet is mbved by the notfon of “some infinitely suffering thing,"
not by those of "insistent feet" who are "assured of certain '
certainties.” The connection between the concrete first image and

the abstract second image helps to delineate the first. There 1is



both gentleness and sufferiﬁg reflected in the woman's clasping
the "yellow soles of feet" in her “soiled hands." Hers are not
the soft white feet nor the clean hands of the leisured. There is
a certain pathos in both the image of the woman uncurling papers
~ from her hair (an attempt at beautifying herself) and in the image
of her ﬂraﬁing up her feet in an almost fetal position of comfort.
In the same poem there is an even more astonishing link
between two images widely separated by most of the poem. Lines five
to eight of the poem introduces an }mage of whirling chaotic movement:
And now a gusty shower wraps
The in

, w,thered eaves about your feet
End newspapers from vacant Jots, ,
(p. 23)

Many aspects of this image are in fact deposited upon the image

which ends the poem forty-three lines later:

Wipe your hand across your mouth and laugh;

The worlds revolve Tike ancient women

Gathering fuel In vacant lots. ,

(p. 25)

This image, too, is one of whirling movement, but much enriched by
the first image. The connection comes with “révaive,“ the circling
motion given by implication in the first image: “a gusty shower
wraps/the grimy scraps/0f withesed leavéEQZEaut jour feet." The
- association between the first and second image gives the latter an
atmosphere of bad weather, a "gusty sh@ﬁér“ which makes the scene
more gloomy, but more importantly, it refines the implied futility
of the action in the second image. There is little to gather for
fuel, only “withered leaves" and "newspapers,” both flimsy and

swirling deceptively out afich in the wind. The whirling
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diéarder (implied) of the first image (. . . a gusty shower wraps/
The grimy scraps/Of withered leaves about your feet") accelerates
the speed of the futile whirling activity (stated) of the second
image ("The worlds revolve 1ike ancient Q@men/Eatheriﬁg fuel in
vacant lots"). In the final image the worlds are spinning and
the Taugh is mad with the uselesspess of trying to “"gather®
anything. *“Preludes" demonstrates, perhaps better than any other
Eliot poem, the operation of his images "in Ecntexti' in such a way
that “Tﬁe,reader has to allow the images to fall into his memory
successively without questioning the reasonableness of each at the .

moment; so that, at the end, a total effect is produced.”



CONCLUSION -

To demonstrate that Eliot's poetry consists of images arranged
simply in patterns is not my purpose; that would not distinguish his
imagery from that of many other poets. In order to appreciate the
complexity of Eliot's use of imagery, one must examine the |
connections among the images. "It is here that Eliot's achievement
is evident. In most poetry, images yield to examination singly and
patterns of images can be attributed to fairly obvious cases of
recurrence or repetition, in which images retain their individual
status. Elfot's images Can rarely be explicated singly, for many
of them are bound together in such a way as to be "fused” with other
images or parts of a poem. The connections amﬁg the images can
best be described as supra-relational, for they are not arranged
according to obvious linear, logical relationships. Images bound in

=
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view experience, and hence, poetry, as arrangements of “things" in
context. Possibly his contact with Bergson's ideas about "the
conception ,of reality as a flux of interpenetrated elements
unseizable by the 1nt211ect,"2 and his close study of Bradley's
concept of "“immediate experience” and “non-relational unities” in
which rea}\ty “[1s] ultimately 'a single Experience, superior to

red helped strengthen Eliot's view of experience as

relations,
“things" in context. Eliot's statements about the relationship
between music and poetry reveal the growing importance he gave to
context: ;f
What matters, in short, is the whole poem. . . .The
music of a word is, so to speak, at a point of
intersection: it arises from its relation first to the
words immediately preceding and following it, and
indefinitely to the rest of {ts context; and from
another relation, that of its immediate meaning in that
context to all the other meanings which it has had in
other contexts, to its greater or less wealth of
association.4
The network of images, the network of verbal relations, often so
subtle and unexpected as to be "beyond” relation, characterizes
Eltot's critical thought and his poetry. Beyond the richness of
Eliot's fmages In supra-relational association, there is the lesson
to be learned about images. No longer can images be tﬁta17y
explained in themselves any more than one element of experience can
be isolated for study without loss of part of its meaning.
Arrangemeqt of images in the modern long poem 1s more complicated
than it was in poetry which depended upon the structure of logical
érgunent or the sequence of events in a story. In his preface to
Anabasi; (1930) Eliot spoke about the need for
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The reader to allow the images to fall into his

memory successively without questioning the

reasonableness of each at the moment; so that, at the

end, a total effect is produced.5
It is by this statement in his preface, too, that Eliot defined the
*logic of the imagination,” the process which he believed essential
to the creation and interpretation of modern poetry. Poetry '
ordered by the “logic of the imagination® often draws criticism from
those accustomed to 1inear structures in poetry. To this Elfot
replies: "people who do not appreciate poetry always find it
difficult to distinguish between order and chaos in the arrangement
of images. ., . .“5 This thesis draws attention to Eljot's concept

of order in the arrangement of images.
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