The Waste Land » “He Do the Police

in Different Voicés” (I)

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 ex-
periences 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.

—T. S. Eliot, “The Metaphysical Poets”(1921)*
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The difficulty of poetry (and modern poetry is
supposed to be difficult) may be due to one of
several reasons. First, there may be personal
causes which make it impossible for a poet to
express himself in any but an obscure way; while
this may be regrettable, we should be glad, I
think, that the man has been able to express
himself at all. Or difficulty may be due just to
novelty.

— The Use of Poetry and the Use of Criticism (1933)?

2% 572, 19I5 FICA 2 R 72— Fhrbas B
I2F 9, Vivien Haigh-Wood & #i51 72@» 5
The Waste Land % 5E L THIRT 2 £ ToHx )
Ay FOEEDEREE, HOFHKEKS(FIHL
THLEDLZNFIL, WAERBRL (ELY
ol ZOEDEE EOEEZ I LHTHENL
TZnFEnb2EbTpersonal & L 52 28
ERHECTRL, ZOEREHAMETE L FE
Rz A b7z impersonal % L, & L THir 60
FRE COMBUTKRE LIRS 272, RARF
XDBHET P T IYDN=CDEIZIY Ay b
BHORMEILRZ LNERNL ) e SELIET
T, ZOEDEODHLWUP R R REN LT LN
L7ze ZHOFEEL-T)A v FOFIKHTS
ERR L DF 2 T a s 2 Thwv,

‘Various critics have done me the honour to
interpret the poem in terms of criticism of the
contemporary world, have considered it, indeed,
as an important bit of social criticism. To me it
was only the relief of a personal and wholly
insignificant grouse against life; it is just a piece
of rhythmical grumbling.”
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Investigation into a poet’s life, even when con-
ducted with sympathy, sensitiveness, and psy-
chological insight, cannot take us very far to-
wards real understanding of a poem and, if it
lures us into treating the poem as primarily a
document in the poet’s biography, can virtually
destroy the poem as an imaginative creation. It is
plain that all Eliot’s poetry is profoundly person-
al. He is a poet of narrow range; but within thét
range he goes very deep. Biography can give us
often the proximate sources of the personal feel-
ing of a poem; the deeper sources may for ever
elude the biographer’s search.!®
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What I wish to comment on is the extreme lack of

culture on the Part of a number of writers in

prose and verse. A literature without
any critical sense; a poetry which takes not the
faintest notice of the development of French
verse from Baudelaire to the present day, and
which has perused English literature with only a
wandering antiquarian passion, a taste for which
everything is either too hot or too cold; there is no
culture here. Culture is traditional, and loves
novelty; the General Reading Public knows no
tradition, and loves staleness.”
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A new form, like that of the modern ballet, is as
strict as any old one, perhaps stricter. Artists are
constantly impelled to invent new difficulties for
themselves; cubism is not licence, but an attempt
to establish order.?
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The strange, the surprising is, of course essential
to art; but art has to create a new world, and a
new world must have a new structure. Mr Joyce
has succeeded, because he has very constructive
ability. . . . The craving for the fantastic, for
strange, is legitimate and perpetual; everyone
with a sense of beauty has it. The strongest, like
Mr Joyce, make their feeling into an articulate
external world.'
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To me the music seemed very remarkable — but
at all events struck me as possessing a quality of
modernity which I missed from the ballet which
accompanied it. The effect was like Ulysses with
illustrations by the best contemporary illust-

rator.”

The spirit of the music was modern, and the spirit
of the ballet was primitive ceremony. The
Vegetation Rite upon which the ballet is founded
remained, in spite of the music, a pagent of
primitive culture, It was interesting to any one
who had read The Golden Bough and similar
works, but hardly any more than interesting. In
art there should be
metamorphosis.

interpenetration and
In everything in the
Sacre du Printemps, except in the music, one
missed the sense of the present.

[Stravinshy’s music] did seem to transform the
rhythm of the steppes into the scream of the
motor horn, the rattle of machinery, the grind of
wheels, the beating of iron and steel, the roar of
the underground railway, and the otherbarbaric
cries of modern life; and to transform these
desparing noises into music."?
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In the spring (summer) of 1921 Eliot’s brother
Henry had come over to see him from America
and they went one evening to hear Stravinsky’s
Sacre du Printemps. At the end of the performance
Tom stood up and cheered. In the world of music
Stravinsky was providing what Joyce provided in
prose.'
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I believe that the properties in which music con-
cerns the poet most nearly, are the sense of
rhythm and the sense of structure. . . . 1
know 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 may bring to birth the idea and the image;
and I do not believe that this is an experience
peculiar to myself. . It is in the concert
room, rather than in the opera house, that the

germ of a poem may be quickened.!®
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The river’s tent is broken; the last fingers of

leaf

Clutch and sink into the wet bank. The wind

Crosses the brown land, unheard. The nymphs

are departed.

Sweet Thames, run softly, till I end my song.

The river bears no empty bottles, sandwich

papers,

Silk handkerchiefs, cardboard boxes, cigarette

ends

Or other testimony of summer nights. The

nymps are departed. .
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