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ABSTRACT

THE MUSICAL ELEMENTS OF T. s. ELIOT'S FOUR QUARTETS

By

Kenneth W. Rhoads

Both his critical writing and his poetry give continuing evidence

of T.S. Eliot's acute awareness of the musical aspects of poetry. He

explicitly designated the musical impulse as a fundamental element

in generating both the form and substance of the poetic structure, and

demonstrably followed this belief in his own poetic practice. This

aspect of Eliot's poetry would thus seem to be a central area for

critical analysis. Some investigation has been made of musical ele—

ments in Eliot's poetic work; more particularly, a number of critics

have nominated various musical models for Four Quartets--these

being primarily certain of the late string quartets of Beethoven.

Although some of these discussions are perceptive, they have most

Often been limited in scope, highly generalized, and insufficiently

based on professional musical knowledge. Accordingly, I propose

in this study to undertake a comprehensive analysis and assessment

0f the elements of musical analogy in Eliot's poetry, with primary

hens on his most mature work, the religious-philosophical poem cycle
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Kenneth W. Rhoads

Four Quartets. I believe that such an investigation will provide in—

sights contributing substantially to a full and satisfying understanding

of the purpose, design, and method of Eliot's work.

Eliot's earlier poetry exhibits both overt musical analogy and

the poet's intuitive use of musical elements in the various aspects

of form, style, linear construction, and musical devices. Such

poems as "Preludes" and "Rhapsody on a Windy Night" attempt

poetic imitation of musical counterparts through structural ele-

ments and stylistic devices; in addition to analogies with prelude,

fantasy, and similar forms in music there are striking similarities

to sixteenth- and seventeenth- century contrapuntal forms such as

intonazione and ricercare, as well as later free fugal forms. 1h}:

Waste Land incorporates notable developments in the areas of struc-

ture and rhythm. The Hollow Men effectively uses a close poetic

equivalent of musical counterpoint. Sweeney Agonistes embodies

remarkable experimentation with jazz rhythms. "Five—Finger

Exercises" and other poems utilize such classical musical forms

and styles as the rondo and the toccata. The furthest development

of musically-analogous techniques prior to Four Quartets occurs

in Ash Wednesday, which closely integrates musical elements of

form, rhythmic contrast, and various structural devices.

The structure of Four Quartets provides the poem cycle's broad-

est analogy with music. Each of the four poems is organized into

five "movements, " each with its own well-defined inner structure, and

A
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Kenneth W. Rhoads

generally furnishes the poetic equivalent of the classical sonata in

music. The multiple-movement structure provides for contrast,

both within and between movements, of mood, tempo, rhythm, metre,

and form, and allows each movement to be most suitably adapted,

in structure and texture, to the individual treatment of its thematic

materials. Movement-by-movement analysis shows a close con-

gruence of form and content.

In the linear development of his thematic materials Eliot uses

techniques closely analogous to those of music. Motivic deve10p-

ment, providing for the evolution of themes, imparts coherence,

organization, and unity to each poem and to the cycle; in this connec—

tion the concept "time" is seen as the germ-motive from which the

entire poem evolves. Thematic metamorphosis provides for con-

current unity and contrast. Both devices are basic to Eliot's poetic

counterpoint, an essential element of Four Quartets, by which Eliot

achieves a correspondence to musical counterpoint through statement,

restatement, development, juxtaposition, and combining of primary

,' and secondary themes.

Rhythm--for Eliot a primal element—-operates in Four Quartets

' on several structural levels. The overall rhythmic pattern of the

’ cycle, closely coinciding with its formal structure, derives from

repetition of the pattern of rhythmic alternation between poems of the

cycle, between corresponding movements, and between sections within

movements. The discrete aspects of rhythmic construction, now highly

's- -
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developed from the earlier experiments in jazz and other overt tech-

niques, draw on such musical devices as frequently changing metres,

rhythmic displacement, polyrhythms, and polymetres. A hallmark

of Eliot's mature style is a rhythmical counterpointing of accentual

and syllabic rhythms. Eliot also conceived of rhythm as a generative

force for poetry, and much of the substance and structure of £103

Quartets is directly derived from the rhythmic impulse. A further

manifestation of Eliot's comprehensive concept of rhythm occurs in

his anticipation of the science of biological rhythm, which is also

pertinent to Four Quartets.

With regard to critical proposals for specific musical models

as prototypes for Four Quartets, the case for isolated quartets of Bee-

thoven does not hold up. The close musical analogies in Four Quartets

derive largely from Eliot's broad background of music of diverse periods

and styles, and careful comparison of the poems with the Beethoven

quartets shows that he was not attempting a direct structural analogy with

any one musical prototype. At the same time, Eliot's close spiritual and

aesthetic affinity with Beethoven is clearly apparent. Detailed musical

analysis strongly indicates that Eliot's principal inspiration was very

probably the late music of Beethoven, even largely the string quartets,

f and that in Four Quartets he attempted to emulate Beethoven's artistic

aChievement in the string quartet idiom by writing poetry of such immediacy

and transparency that it tended to transcend its medium iii a perfect

itlsion of form and content--an attempt in which he was eminently successful.
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INTRODUCTION

By entitling his tetralogy of religious—philosophical poems _Fo_ur

Quartets, T.S. Eliot has given unmistakable, even though largely

implicit, testimony to the concepts of musical analogy which underlie

the form and structure Of both the individual poems and the cycle as

a whole. While the term "quartet, " by dictionary definition, may

apply to diverse groups of four persons or things, it has, by common

usage, acquired an almost exclusively musical connotation broadly

designating a basic structure of composition as well as the format of

Performing ensemble, be it instrumental or vocal. Since Eliot's

use of language was anything but haphazard, his use of the term is

certainly a significant indication of the musical influences which

helped to shape the basic concept of the poems, and of the author's

conscious awareness of the elements Of musical correspondence

WhiCh may be found to form a comprehensive and all-pervading com-

ponent of the work.

HoWever, the title is by no means the sole evidence of such musi-

cal mmlence in this, his most mature and profound poetry; for, while

apparently Eliot never, in any of his published lectures or criticism,

specifically commented on the relation of musical and poetic elements

1
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2

in these particular poems, the general subject was one which intrigued

and occupied him through all his creative life. His critical writings,

from his earliest to his most mature period, give constant evidence

of his awareness of certain basic analogies between the two art forms,

and of his tendency to think of poetry in terms of musical elements;

and in certain of his writings he has been most explicit in discussing

his ideas. Clearly, Eliot felt the musical impulse to be an inextric-

able, even motivating, aspect of poetry; and even further, he viewed

it as a fundamental element capable of generating the whole poetic

structure in respect to both form and substance. For Eliot, the

"music of poetry" becomes much more than a convenient but ill-

defined rubric; it embodies a whole way of looking at his art, and

there is implicit in it a depth of interrelation between music and

Poetry which returns to the primitive origins of man's aesthetic

expressions.

Eliot's own creative work, from his first poems, contains abun-

dant eVidence of the extent to which he was influenced, consciously

and subconsciously, by the qualities of musical form and structure.

In varying degree, most of his poetry is readily accessible to analysis

Whm‘ discloses close parallels with musical elements and the use of

poetic devices and techniques bearing a close correspondence to those

0f musical composition. In the early experimental work this is

frequently obvious and of a manifest virtuosity, while in the later and

more mature poetry the exploitation of the musical elements becomes

A
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3

increasingly subservient to the total poetic purpose and ever more inte-

grated with the poetic and philosophic idea.

Consequently, with the provocative hint of the title as talisman,

it becomes not only a valid inquiry, but an obligatory study, in pur-

suing a comprehensive and satisfying understanding of the genesis,

purpose, method, and the design and structure of Four Quartets,

to identify those elements and devices of a musical equivalence—-or

at least correspondence--which exist in the tetralogy and to assess

the nature and extent of their contribution to the author's highly indi-

vidual poetic expression.

It is my purpose in this study to make such an analysis of Eliot's

musical elements and to attempt such an assessment Of their nature

and function; and further, going well beyond mere identification and

analysis of technique and structure, to establish the relationship

of form and content and consider the function of the musical ele-

ments within the total, integrated work.

Considerable critical attention has, of course, been previously

devoted to the musical aspects of Eliot's verse; Four Quartets par-

ticularly, because of the implications of its title, has engaged the

interest of critics. Some of this work is perceptive and has yielded

Valid insights into Eliot's poetry; but most of it, unfortunately, is

by critics and scholars lacking an intimate knowledge of music. Much

of it is therefore highly generalized, and usually deals with the more

ObVious and superficial similarities of music and poetry. Posfibly the
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4

greatest deficiency of such criticism has been its limited scope and a

failure to comprehend the full magnitude of Elio '5 concepts and the

full range of his musical elements. Also, past consideration has

dealt almost entirely with those elements which Eliot would have been

consciously aware of and would have purposely used, and has largely

ignored both the inherent analogies and those deriving unconsciously

and subconsciously from Elliot's whole poetic orientation and method.

I hope that through investigating some previously unexplored areas,

and by examining in greater depth and more detail certain aspects A . - J

of Eliot's musical elements already considered by other critics,

Imay remedy some of those existing deficiencies.

Substantial critical speculation has particularly dealt with Eliot's

possible use of musical models as specific prototypes in composing

Four Quartets. A number of critics have proposed various individual

models, certain of the late string quartets of Beethoven being primarily

nominated as prototypes. In the absence of conclusive external evi-

dence on the subject, such discussions have been for the most part

highly conjectural and sometimes irresponsible. As a final task in

this study I will consider the nature and extent of specific musical

influences on Four Quartets; and in this connection will examine the

late Beethoven string quartets in some detail.

While the primary focus of this paper is on Four Quartets, it

Should be apparent that a full appreciation of the musical aspects of

these last works must necessarily involve a consideration of Eliot's
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5

earlier experiments with musical analogy as well as the direction and

nature of his evolving musical techniques. I will therefore devote the

first chapter to a general background discussion of the musical ele-

ments Of the early poetry and the work preceding Four Quartets, and

will also bring such consideration into the other chapters where it is

pertinent. The second, third, and fourth chapters will deal princi-

pally with various fundamental musico- poetic elements-—structural

form, linear elements, rhythm--but will encompass other musical

devices and aspects of musical construction. In the final chapter

I will treat the subject of Eliot's possible musical models and general

musical influence, and will also consider Eliot's debt to Ludwig van

Beethoven.
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CHAPTER I

THE EARLIER POETRY: THE MUSICAL ELEMENTS

Much of Eliot's earliest verse shows the influence of music, not

only in substantive content, but in the general concept underlying form

and style. "Zr—A Lyric7" (1905), written in imitation of Ben Jonson

when Eliot was 16, and its variant version "Song" (1907) reveal, besides

the musical suggestion Of their titles, an intuitive, if embryonic,

feeling for musical binary form which Eliot was to develop and employ

for such powerful expression in his later work. In each poem the

second of the two structurally identical stanzas takes its material

from the first stanza, completing the idea and resolving the expressed

dilemma in a statement Of hopeful optimism. Though the poems are

Short and the idea condensed, the movement of mood loosely corres-

ponds tO a modulation in music from the tonic to a related--possibly

the dominant--key in the first stanza, then returns in the second

from the related key back to the tonic, where the resolution occurs.

This may be more readily noted in "Song" (and in fact the revisions

made in this variant version reveal the young poet's emerging feeling

f0? the form):
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7

If space and time, as sages say,

Are things that cannot be,

The fly that lives a single day

Has lived as long as we.

But let us live while yet we may,

While love and life are free,

For time is time, and runs away,

Though sages disagree.

The flowers I sent thee when the dew

Was trembling on the vine

Were withered ere the wild bee flew

To suck the eglantine.

But let us haste to pluck anew

Nor mourn to see them pine,

And though the flowers of life be few

Yet let them be divine.

Two other "Songs" (1907 and 1909), "Nocturne" (1909)--in classical

sonnet form, "Humouresque" (1910), and several unpublished "bal-

lades"2 give further indication of the musical influences which moti-

vated the poet.

"Portrait of a Lady" (1909— 10), where ". . .the conversation

slips/ Among velleities and carefully caught regrets/ Through

attenuated tones of violins/ Minglcd with remote corncts, "3 is rich

 

1 From T.S. Eliot, Poems Written in Early Youth (London:

Faber and Faber, 1967).

 

2 Grover Smith, in T .S. Eliot's Poetry and Plays (Chicago:

University of Chicago Press, 1956), discussing some unpublished

and inaccessible drafts of verse from the period 1909- 1917, says,

"About 1913 a piece called 'The Ballade of the Outlook' was seen

by Conrad Aiken. The trifling 'Ballade of the Fox Dinner' dates

from 1909" (p. 30).

 

 

3 All quotations from Eliot's poetry cited in this paper, when

not otherwise noted, are from the poems as they appear in The Complete

11’ng and Plays: 1909- 1950 (New York: Harcourt, Brace & World, nc. ,

A 
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8

in musical reference and music imagery. Here Eliot has woven into the

tissue of the work a background of diverse musical experience--every-

thing from the concert-hall Chopin of "the latest Pole, " who transmits

the Preludes "through his hair and fingertips, " to the "worn-out

common song" of the tired mechanical street piano. In characterizing

the lady, the poet suggests a literal comparison of her voice to cer-

tain musical instruments, as when "The voice returns like the insistent

out-Of-tune/ Of a broken violin on an August afternoon. " The sub-

jective orientation of the poem is emphasized, and the impressionistic

mood heightened, by the juxtaposition--in a form of poetic counter-

pointing--of the out-Of—tune ". . .windings of the violins/ And the

ariettes/ Of cracked cornets" of the lady's voice and the absurdly-

hammered prelude of the dull tom-tom, in its false-noted "capricious

monotone, " inside the brain of the narrator. Finally, in the closing

lines, the narrator suggests that the entire poem has been music--

music ". . . successful with a 'dying fa11'/ Now that we talk of dying-—";

and in this multi-level allusion to the neurotic and self-indulgent

fantasy-love of Shakespeare's Duke Orsino, the withering October

days Of the protagonist's nearly- completed year, the narrator's

sterile non-involvement and emotional incapacity for love, and the

1ady's pathetic futility and verbal grotesqueries, the substance and

movement of the entire poem are distilled and summed up through

a deft musical image.

The four "Preludes," two of which were written in 1909-10 and
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9

the final two in 1911, and "Rhapsody on a Windy Night" (1911) suggest

in construction and mood an attempt at poetic imitation of their musical

counterparts.

Each of the "Preludes" presents an image, a suggestive and ten-

tative anticipatory scene presaging something to follow. Thus there

is a correspondence with the initial form Of the prelude, the intonazione,
 

as it originated in sixteenth- century lute music, as well as with its

later function in the seventeenth and eighteenth centuries of introducing

. . 4
one or more other pieces, such as a fugue or a suite of dances. At

1
:

I
'
V
-

the same time, each "Prelude" creates the effect of a cameo piece,

a brief sketch, in its evocation of an intense and individual mood. In

this respect the group is imitative of the series of preludes, each

standing alone as an individual piece, written by such later composers

as Chopin and Debussy. There is a deeper point Of interest here,

however, in that these "Preludes" carry an aura of fantasy in both

style and mood, with their kaleidoscopic succession of evocative

. images and metaphors, and could as well have been titled "Fantasies. "

Now, the fantasy is normally a freely- structured instrumental piece

 

4 Andr€Hodeir, in The Forms of Music (New York: Walker and

Company, 1966), notes, "The Italians gave the name intonazione to the

few phrases the instrumentalist improvised before performing a musical

selection, thereby establishing the composition's key, and at the same

time making sure his instrument was tuned. As it was handed down from

the lute to the harpsichord and the organ in the seventeenth century, the

intonazione became the prelude, which grew steadily in importance right

up to Bach. All the leading English, German and French polyphonists

cultivated this form" (p. 102).
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10

which originated in the sixteenth century and, according to Andre’

Hodeir, "borrowed the structure, if not the spirit, of a related form:

ricercare, prelude or sonata, according to the period. "5 In the

seventeenth century the English virginalists identified the fantasy

with the ricercare and adopted it under the namem. It is interesting

that in Eliot's "Preludes" the two short stanzas which seem to act

as a brief coda section, uniting and resolving all four pieces, begin

with the statement "I am moved by fancies that are curled/ Around

these images, and cling. " Eliot's use of the term fancies may have _ . g

been fortuitous in specific relation to the musical form; but whether

conscious or intuitive, its contextual position and the locution in which

it is embedded does reinforce the close kinship which the entire poem

bears to the fantasy and, even further, to the closely- related ri_cgr-

&- 6

It is in "Rhapsody on a Windy Night" (1911), a poem closely

similar in mood and style to the "Preludes," that poetic analogy

 

509. cit., p. 47.

6 "The ricercare (literally 'to search'), " states Hodeir, "is an

instrumental composition of very free structure that imitates the vocal

motet. First conceived for the lute, then for the organ or the harpsichord,

this form, whose character is more austere than that of the canzone,

made its appearance at the beginning of the sixteenth century. The Italians

called it ricercare, fantasia or camccio; the English called it fancy; but

the form also existed in Spain, Germany and France. In the seventeenth

century the ricercare became a set form; under the impetus of Titelouze,

Sweelinck, Frescobaldi and Froberger it evolved in the direction of the

fugue, to which it ultimately gave birth. By the eighteenth century the

word ricercare was hardly ever used, except to designate, paradoxically,

a sort of specially constructed fugue" (Op. cit. , pp. 110-111).
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with the ricercare becomes particularly well- defined. The poem does,

of course, embody the characteristics of the musical rhapsody in that

it is essentially a fantasy in a rather free style and consists of an

uninterrupted succession of relatively short, contrasting episodes

related to a central, or basic, theme. And, where the musical rhapsody

has a strong affinity with folk music and is usually based on folk songs,

or at least relatively simple themes in a folk idiom, Eliot's poetic

counterpart uses vernacular elements--the street-lamp, the prosti-

tute framed in the doorway, the rusted broken spring in the factory ' - 7e

yard, the cat in the gutter, the ". . . cigarettes in corridors/ And '

cocktail smells in bars, " the tooth-brush on the wall--for its anal-

ogous images. But Eliot's "Rhapsody" further displays a tightness

of form and unity of structure which derive from elements more

parallel to the (later) ricercare.

The basic element of the ricercare, as in the vocal motet from

which it stems, is imitative contrapuntal writing. Normally, the

form consists of several episodes (anywhere from three to nine),

in each of which a different motif is brought into play. The primary

sources of unity are the tempo and key, although some of the later

ricercares by the- Gabrielis, by Frescobaldi, and by Froberger were

monothematic and were more formally complex and disciplined; thus,

they were already closely allied to the eighteenth- century fugue.

"Rhapsody on a Windy Night" exhibits striking unity of both tempo

and key, or mood. The tempo throughout is one of restless and
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insistent forward movement, eliciting a psychological correspondence with

the gusty nocturnal context of the poem. This allegro tempo abates at

only one point- -in the last half of the third episode where the memory

of the child on the quay motivates a brief contemplative passage which

slows to an adagio tempo. The original tempo is then immediately

picked up at the beginning of episode four. There is thus created the

effect of a temporary lull in the whirling gusts, during which the wind

quietly gathers its force, to return suddenly with renewed strength.

The key effect, or mood, is closely equivalent to the tempo, varying

only in the one slower section, and consequently contributes to estab-

lishing the unity of the piece.

In one sense, the "Rhapsody" is monothematic, even though each

episode presents a different situation or image. The basic context

is that of "memory": each episode occurs within the poet's memory,

and the subject is specifically stated near the beginning of the first

episode and repeatedly returns throughout the poem; the effect is one

of thematic re-entrance, though with a modification at each return.

A more detailed analysis, however, shows the poem to be much more

contrapuntally complex. There are several dominant themes which

recur either in all or most of the episodes; these have a close rela-

tionship within the context of the poem, and are re-introduced in

varying order, much as the themes in a free fugue return in the differ-

ent sections. The first theme is that of the clock-time device which

introduces each episode as the night progresses from midnight to four

A _
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1 3

o'clock. The second theme to be introduced is that of the "street, "

which is basic to all of the episodes and returns in specific state-

ment in the third and fourth sections. The moon is next introduced

in terms 0 ". . .lunar synthesis,/ Whispering lunar incantations, "

and this thematic element reappears in the fourth episode with the

moon personified; the use of the French nominative "La lune" in

apposition with its English equivalent effects a brief ornamentation,

or possibly the poetic parallel of a harmonic change on the same

melodic element, and establishes the theme as a specific re-entrance _ ' , I}

of the original not only in terms of idea but also through the verbal ' . 1

relationships. '

The first three themes are all introduced within the first three

lines of the poem. In the fifth line the underlying theme of memory

is specifically stated and, as the primary subject of the poem, reappears

in various contexts in each succeeding episode. The fifth and final

theme then appears, that of the street-lamp; this is another primary

thematic element, since it not only reappears in every succeeding

section, but, as a personified object, it plays a vital role in each

ePiSOde, also acting as a vehicle, or more properly perhaps a

catalyst, for memory; as spokesman for the poet's subconscious, it

brings to light (g9) and articulates the hidden and repressed memories

which provide the ground for the poem.

The fourth episode of the "Rhapsody" bears some resemblance

to the development section of a fugue, since all themes reappear here

 L.
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and all, except the first one, are elaborated and developed in such a

way that they appear to be undergoing a series of modulations. And,

as in a fugal development section, each entry of a subject is separated

from the next by short episodes, which are in fact the elaboration of

the theme. Thus, the street-lamp not only sputters, it mutters in

the dark, and hums; the moon, as the lamp relates, undergoes a series

of actions, and has lost her memory; memory is modulated as remini-

scence, elements of which are then elaborated. Finally, the sustained

(
.

and concentrated catalogue of smells which pervade the moon's brain

and which reminiscence calls forth in all their intense pungency

seems to effect the poetic equivalent of dominant pedal-point with

which the fugal development generally ends and which prepares for

the return of the original key. 7

The final brief episode acts somewhat as a short str_ett9_ (a fugal

closing section in which an increase of intensity is effected by the

dovetailing of the subject with its closely succeeding imitation), 8

 

 

7 Pedal-point, or pedal, one of the earliest devices of polyphony—-

Perhaps the earliest (its extended use is found in Oriental and primitive

mllSic)--refers to a long-held note, usually in the bass, sounding against

Changing harmonies in the other parts. A sustained pedal on the domi-

nant (the fifth scale degree) tends to build tension which augments the

feeling of resolution when the return to the tonic (first scale degree) occurs.

_ 8 Hodeir considers that the stretto may be regarded as the "pero-

l‘ahfm" of the fugue. "It comprises a series of canonical entries of the

subJect and real answer, in increasingly close succession (stretto means

"31°39, narrow'). All these canons or strette are usually truncated to

some extent, except for one, called stretto maestrale, consisting of the

complete subject and its answer in the original key" (Op. cit. , p. 51).
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1 5

with the three dominant themes of street- lamp, time, and memory

coming back in quick succession and leading directly into the terse,

tightly-focused coda-like resolution.

Discussing the Bergsonian philosophy which may have influenced

the rationale of the poem, and considering the pattern of subjective

M formed by the imagery, Grover Smith, in his comprehensive

analysis of Eliot's poetry, states, "Mingling as fluid perceptions,

kaleidoscopic images pour into memory, the organ of time, the

'floors' of which break down to enable their total synthesis. "9 Eliot's

musical construction, with its elements of later ricercare and devices

of early fugue, accomplishes exactly this on the structural level (the

poem of course talks about the "floors of memory" being dissolved);

total synthesis results from the contrapuntal re-entrance of themes

continually recurring throughout the several episodes, from the

underlying thematic unity of the diversely-orientcd episodes them-

selves, from the unity of key and tempo, and from the concentrated

development of themes in the penultimate section leading to the reso-

lution of the concluding episode. The structure is therefore closely

correspondent to the poetic purpose and an intimate relationship exists

between form and content.

If the episodes and thematic entrances of "Rhapsody on a Windy

Nigh " are graphed according to their musical structure, the

 

 

902. cit., p. 24.
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contrapuntal pattern becomes immediately evident. Similarly, the dominance

of the three themes of time, memory, and the street-lamp (the voice

of memory posited in time), and their position in the total poetic struc-

tural entity, become apparent, as well as the position and structural

function of the subordinate themes. Such a structural graph of the

poem is included herein as Appendix A.

It is surprising, in view of the close analogies existing, that such

correspondence with the earlier musical forms has not previously

been noted. The implications for Eliot's later poetry are of course

highly pertinent to a comprehensive view of his developing method.

Over the years Eliot continued to utilize musical devices and

adapt the elements of musical structure to poetry, so that an enlarge-

me nt of musical concept and an increase in musical analogy'may be

found in later works. Thus, Denis Avaor, who made a musical

setting of The Hollow Men, 10 discusses the inherent musical aspects

0f the poem:

. A remarkable feature, which must immediately strike a musi—

c‘van, is the music- like mode of construction employed by the poet

in The Hollow Men. The effect is not impressionistic, as, for

inStance, are certain parts of Joyce's Finnegan's Wake, but the

Mm employs, deliberately or unconsciously, musical devices--

In reality, variations on thematic fragments--which form the

b38is of the art of composition. What a composer does in the way

 

 

1° The Hollow Men. The Poem by T.S. Eliot. Set for Bari-

tone Solo, Male Voice Chorus and Orchestra by Denis Avaor (Oxford

University Press, £19517).
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of subtle variation--augmentation, diminution, inversion, echoes,

mirror-images and reappearances for dramatic effect--is the

method used by Mr. Eliot in his theme of 'death's kingdom';

'lost kingdom'; 'death's other kingdom' ; 'death's twilight kingdom';

'death's dream kingdom'; and 'For Thine is the Kingdom'. . . .

It becomes clear very quickly, therefore, that this kind of verse

imposes its own musical form very precisely. . . . In fact, a

key to the musical setting of the poem could be found in the combi-

nation of vulgar secular (Jazz) rhythms with the solemnity of litur-

gical chant, and this is the way which I approached the problem

of setting such verse which is already half-way to music. 1

The Waste Land (1922), written some 3-4 years prior to 1‘32

Hollow Men, was notable for its incorporation of musical device and j

 

construction in at least two of its aspects: rhythm and structure. I

will take up these elements later in some detail: Eliot's continuing

experiments with overtly musical rhythms will be analyzed in the

seetion specifically devoted to rhythm; and the musical parallel of

the structural form of The Waste Land, because of its close similar—

ity to that of Four Quartets, whose first poem, "Burnt Norton, " it

Preceded by some fourteen years, will be discussed in connection

With the consideration of Eliot's use of specific musical models for

“Four Quartets.

Sweeney Agonistes (1924-25), Eliot's "Aristophanic Melodrama"--

Which Grover Smith calls "a melodrama in the sense that it is em-

be“fished with songs among the dialogue, " and which he indicates Eliot

8e91118 at one time to have called "Wanna Go Home, Baby?"12 is

11

"Setting The Hollow Men to Music, " in T. S. Eliot: A Symposium

for his Seventieth Birthda , edited by Neville Braybrooke (New York:

Farrar, Straus 22 Cuahy, 1958), pp. 88-89.

12 02. cit. , p. 135.
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1 8

written in a broadly obvious music-hall style. In attempting to expose

the cultural and spiritual vapidities of the age, Eliot drew heavily on

diverse vernacular elements, chief among which was that of popular

music. His experiments in rhythm in the work, specifically in the

idiom of jazz rhythms, comprise its outstanding aspect; and aside

from whatever other overall qualities Sweeney Agonistes might or

might not possess, it may probably be justly stated that, from the

standpoint of rhythm, this unfinished piece achieves a remarkable

integration of medium and content. The work marked a high point

I
H
a
s
.
“'
;

in Eliot's experimentation with overtly musical rhythms; and subse-

quently, except for isolated instances in which he desired a special

effect, he never returned to the jazz experiments. I will consider

this subject in further detail in the section on rhythm.

In the Five- Finger Exercises (1933), whose title would seem
 

t0 be as musically provocative as that of Four Quartets, Eliot appears

to have indulged himself in a bit of poetic fun. Written as exercises

in musical poetics--maybe, as the title implies, just to keep in

practice-the five poems, brief as they are, display some intriguing

pal‘allels with musical form apparently not previously noticed. "Lines

t0 a. Yorkshire Terrier" would seem clearly to effect a poetic imi-

t“not: of the musical toccata. More a style than a form, since it has

“0 Precise form, the toccata (from the Italian £99219: "to touch,"

01' "to play") is essentially a virtuoso instrumental composition

written for a keyboard instrument; as such, its primary function is to

A..-
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allow the performer to display the control, precision, and variety of

his touch, and his brilliance of technique. It is normally a fast piece

in a sustained rhythm which moves steadily and uninterruptedly from

beginning to end. "Lines to a Yorkshire Terrier" similarly is in a

relatively fast tempo; its brief three- and four- stress lines combine

with the somewhat apprehensive mood and suggestion of impending

natural disaster to impart a steady and insistent forward movement

from the beginning right through to the final three-line cadence. Its

most outstanding characteristic, however, is a syllabic and consonantal

3
‘
3
3
“
,
"

construction which effects a poetic counterpart of digital keyboard

touch by means of a rapid and continuing contrast of vowels and con-

sonants covering virtually the entire lingual range. In the brief

fifteen lines all English consonants may be found and every vowel

and diphthong is included except long closed 9 and longa; and the

elimination of the latter two serves to maintain the regular, forward

up—tempo.

In its cadence lines "Yorkshire Terrier" also contains a most

remarkable verbal analogy to the musical device of enharmonic change.

In modern music theory the term enharmonic denotes tones which are

actually one and the same degree of the chromatic scale, but are

named and written differently, e. g. : C sharp and D flat, G and A

double-flat, etc. , according to the key in which they occur. In an

enharmonic change a note or a chord becomes a pivotal point in a

change of key by being annotated in a new key while sounding the same

A
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as a differently-annotated note or chord in the original key. The poetic

equivalent occurs in the closing lines of Eliot's poem:

Here a little dog I pause

Heaving up my prior paws,

Pause, and sleep endlessly.

In the change fromflitowe on the succeeding word there is a

complete modulation of meaning, although the two words are identical

orally. The analysis could be validly extended by considering the

rhyming words pass and Mo provide an initial enharmonic change,

and the shift from mg to was a return modulation. The fullest

effect of the enharmonic device is given, however, by the change on

adjacent words. This change, combined with the syntactic structure,

also creates a suddenm (a momentary slowing of the tempo), an

actual pause in fact, in the flow of the verse at this point, thus

achieving a parallel between the oral structure and the idea. Finally,

the rubato effect emparts a strong cadence feeling to the closing lines.

The last two of the Five-Finger Exercises utilize a structural

form which is very closely equivalent to the classical rondo form in

music. The rondo is characterized by the alternation of the princi-

pal theme--the subject--with a series of secondary episodes, with a

resulting structural pattern of A B A C A D A and so on. The subject

is usually fairly short; the episodes, generally of similar length,

are 1O‘nger. They may derive more or less directly from the subject,

though they may also differ from it completely. The episodes are

 A
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either in the same key as the subject or in closely related keys, and

there may be any number of them. "Lines to Ralph Hodgson Esqre. "

has as a principal subject the lines

How delightful to meet Mr. Hodgson!

(Everyone wants to know in)"

which recur several times (once in a modified, or A’ form of a single

line, "How delightful to meet Mr. Hodgsonl"). Each appearance of

the subject (except the closing one of course) is followed by an epi-

SOde of several lines which presents a different aspect of Mr. Hodgson's ‘ ' ' i

habits and characteristics; the episodes thus differ, though they all

derive somewhat directly from the subject. The resultant structure

Of the poem therefore becomes A B A’C A D A.

The succeeding and final exercise of the group, "Lines for

Cuscuscaraway and Mirza Murad Ali Beg, " though somewhat shorter,

follows the same basic form. Its one- line subject--"How unpleasant

to meet Mr. Eliot"--recurs twice; each of the first two appearances

is followed by an episode of several lines which is a commentary, or

exPlanation of the subject. The form of the piece thus becomes

A B A C A. In this case there is a brief one-line coda following

1
the final appearance of the subject. 3

x

13 A coda (Italian, literally "tail") is a section of a composition

“dad to the form proper as a conclusion. Nearly all fugues close with

a coda (the length varies) frequently based on a pedal-point. A coda is

ilorllnally found at the end of each movement of a sonata, symphony, etc.

it 3 0" movements it usually functions as an epilogue, while in fast move-

ments it frequently leads to the final climax, often combined with a quick-

‘V
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Other musical parallels may be found throughout the cycle.

"Lines to a Persian Cat" reveals certain affinities with the classical

instrumental canzone da sonar (from Italian canzona, "song, " and

w "to sound," or "play" an instrument), though with something

of a reverse twist; whereas the instrumental canzone were adaptations

of the vocal style to instruments, Eliot is here transmuting the instru-

mental form into a lyrical poetic expression. Both "Lines to a Persian

Cat" and "Lines to a Duck in the Park" end with couplets which in

Stl’le and context bear a resemblance to the ritornelle (ritornello,

the two-line, rhyming final strophe--not a refrain) of the 14th- century

madrigal. The latter exercise, if analyzed from the aspect of rhyme

scheme, shows a perfectly-balanced musical ternary form in its

rhyme pattern. The first, or A section, rhymes gag; the middle B

section is symmetrical within itself with a scheme of a_cca; the last

section rhymes c_id_eg, which is identical in pattern, though not in actual

rhyme, to the first section, and constitutes a return of the first part.

We miB‘ht therefore designate the form as A B A, or possibly A B A’.

The tw0— line ritornello completes the structure with its _f_f rhyme.

The Five-Finger Exercises are thus skillfully- constructed little
 

can"308 in which Eliot has exploited certain musical forms and devices

\

ened tempo (to which the term stretto is often applied). The coda usually
 

derlves its material from the preceding themes of the movement. In

"Twements in sonata form the coda frequently assumes considerable

dlmensmn, and occasionally becomes a second development section; as

note the first movement of Beethoven's Fifth Symphony.

.
.
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which, while still essentially subservient to the matter of the pieces,

establish a definite tone of technical inventiveness and set the whole

format of the group within a framework of musical exercise.

Ash Wednesday (1930) probably represents the furthest point of

development in T.S. Eliot's music of poetry prior to Four Quartets.

While thematically perhaps the most obscure and ambiguous of the

author's major poems, Ash Wednesday in form and structure bears

much similarity to musical construction, and reveals extensive utili-

zation of musically-analogous techniques. In general, these have here

become highly refined from the earlier experiments, so that they are

less obvious, more subtly worked into the poetic fabric; there is,

in Short, less of a virtuoso aspect to the use of musical devices and

they have been effectively modulated to become integral components

0f the total expression.

The six closely- related sections, or "movements, " of Ash Wednesday

are substantially analogous, in their relationship and contrasts, to

the movements of a musical sonata, which will be discussed more

fully in considering the structural form, and the subject of musical

models, for Four Quartets.

In the opening three lines of the poem,

Because I do not hope to turn again

Because I do not nape

Because I do not hope to turn
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there is an excellent poetic equivalent of melodic repetition in music,

with variation in the length of the repeated fragments. The first line

also becomes a motivic element upon which is built the theme of the

first stanza-—the narrator's acceptance of the loss of desire for the

values of the flesh, and inability as well to strive for the state of

spiritual grace. This in fact is the theme of the entire section, and is

re-introduced in each succeeding stanza by a modification, or variation,

of the opening line. Each stanza elaborates the theme and approaches

 

it from a different aspect. Thus the stanzas, introduced by variations

of the thematic motif--"Because I do not hope to know again, " "Because

I know that time is always time, " a repeat, "Because I do not hope to

turn again, " "Because these wings are no longer wings to fly"--pre-

sent a series of variations on the basic theme, and the opening move-

ment is in form equivalent to a musical theme and variations. The

analogy with music here is double— edged, since the variations are

generated both in the verbal syntactic structure of the motivic altera-

tions and in the substantive ideas of the sub- sections.

The movement ends with two cadence-like lines taken from the

Ave Maria of the Catholic liturgy, which act as a brief coda:

Pray for us sinners now and at the hour of our death

Pray for us now and at the hour of our death.

This use Of coda is prevalent throughout Ash Wednesday, most of the

sections ending with one-, two-, or three-line constructions which

A 
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function as short codas:

Lord, I am not worthy

Lord, I am not worthy

but speak the word only. (IH)

Till the wind shake a thousand whispers from the yew

And after this our exile (IV)

In each case the coda serves to round off and neatly terminate the

group of stanzas forming the movement; its cadence—like construc—

tion imparts a feeling of finality which resolves the movement, setting

it off from the one to follow and preparing for a change of mood and

rhythm in the succeeding movement.

Even in the second movement, which does not contain a stan—

zaically separate coda section, the verbal and syntactic structure

of the lines at the end of the final section is such as to render a coda

effect:

. ................ This is the land which ye

Shall divide by lot. And neither division nor unity

Matters. This is the land. We have our inheritance.

Movements five and six both employ very brief snatches of prayer

as final cadence, that in the fifth movement having been prepared for

by a 10Tiger coda-like line beginning with the same phrase-~"Oh my

peo1’19"“:md appearing twice within the movement. The invocational

mode Of all of the codas helps establish a sense of unity among the

 h;
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movements of the poem, and this is further enhanced by similar invo-

cational passages and snatches of prayer throughout the work, as in

the "Sovegna vos" of Part IV and the whole second section of Part II,

the apostrophe to the Lady of silences.

Ash Wednesday displays a contrast of mood and rhythm between

its movements, as well as between the middle and outer sections of

the second movement, which is analogous to the modal and rhythmic

Changes in a musical sonata; these constructions anticipate the similar,

though more highly developed, rhythmic modulations and contrasts

which Eliot was to incorporate in Four Quartets.

The sixth movement of the poem makes use of another structural

device often found in music--the restatement, in the final section,

0f themes originally introduced in the first, or a preceding, section.

Further, the musical restatement of themes in a concluding section

01‘ movement is usually in a different mode or key, and often in

mOdified or developed form, and the sixth section of Ash Wednesday

SimilaI‘ly contains such transformations. The opening lines of the

work are here repeated in the same metre, but with one significant

verbal change:

Although I do not hope to turn again

Although I do not hope

Although I do not hope to turn

The Single modification in the change of the word because to although

seems Simple, but it is sufficient to alter the entire feeling, as well
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as meaning, of the passage; it thus creates the same effect as a change

of mode or key in music and makes the lines consonant with the whole

altered mode of the movement. In essence this final movement repre-

sents an emergence of the narrator from a dark night of the soul,

which he entered in the first movement and through which he progressed

throughout the work to the vision of grace finally achieved in the closing

Section. Such change of spiritual orientation is implicit in the single

modulation from the opening lines. Because is a determinate preposi- '

tion introducing a falling clause; what is to follow is purely a resultant ' . g

situation based on a preceding condition, and therefore determined

and unalterable; this represents the poet's mood and outlook at the

opening, But although implies and introduces a situation, condition,

or result contrary to what might be anticipated or expected as a result

Of a given set of facts; it thus creates a rising poetic expression which,

in the context of the work, is optimistic and hopeful.

This modal modulation, analogous to one from minor to major

in muSic, is reinforced by the same alteration in restatement of ideas

from the first movement throughout the final one. In the opening

section the aged eagle saw no reason to stretch his wings; in fact,

his wings were ". . . no longer wings to fly/ But merely vans to beat

the air. " Now, with the new vision, he has "unbroken wings" which

"- . . still fly seaward, seaward flying." Initially he ". . . cannot drink/

There, Where trees flower, and springs flow, for there is nothing

again"; now he rejoices and his spirit quickens in the "lost lilac" and

A
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the "bent goldenrod. " At the beginning of the dark night he could only

". . .renounce the bless‘ed face/ And renounce the voice" and his

entreaty to "Teach us to care and not to care/ Teach us to sit still"

was a desperate imploring for release from a condition of seeming

sterility and hopelessness; the modal and thematic transformation

of the final movement embodies his newly-gained insight into the

essential unity of the several manifestations of the Lady, his new

Understanding of the beauty of the fleshly world and its integrated

relationship with the spiritual one, and his pending attainment of , - , a

grace. Now he can invoke the love of the "Blessed sister, holy

mother, spirit of the fountain, spirit of the garden,/ . . .Sister,

mother/ And spirit of the river, spirit of the sea," and ask that

he be not separated from either the love of man or the love of God.

And now his exhortation, "Teach us to care and not to care/ Teach

us to sit still" is one of fervent supplication; here is another restate-

ment of theme, syntactically identical but modally transformed by

its contextual alteration.

Finally, the modulated restatement is completed by the brief

One-line coda; in contrast to the despairing and negative prayer which

terminated the opening movement, the poet ends on a rising note of

mm With the ardent and exalted "And let my cry come unto Thee. "

ASh Wednesday, then, marks a high point in Eliot's development

0‘ a poetry whose form and structure bears inherent and close analogy

to that Of musical composition; and a high point also in his continuing

A -
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refinement and elaboration of a musically-analogous poetic language

capable of a philosophical and spiritual expression in which form is

intimately fused with content.

A
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CHAPTER II

THE STRUCTURAL FORM OF FOUR QUARTETS

Eliot's most cogent and detailed statement of the equivalence of

certain musical and poetic elements, and the benefits which the poet

may realize from a study of music, is to be found in his lecture

"The Music of Poetry. "14 In discussing the period of musical elab-

oration which he feels can follow the stabilization of the poetic

medium in terms of a contemporary colloquial language idiom, he

says:

I think that a poet may gain much from the study of music: how

much technical knowledge of musical form is desirable I do not

know, for I have not that technical knowledge myself. But I

believe that the properties in which music concerns the poet

most nearly, are the sense of rhythm and the sense of structure.

I think that it might be possible for a poet to work too closely

to musical analogies: the result might be an effect of artificiality;

but I know that a poem, or a passage of a poem, may tend to

realize itself first as a particular rhythm before it reaches expres-

sion in words, and that this rhythm may bring to birth the idea

and the image; andI do not believe that this is an experience pecu-

liar to myself. The use of recurrent themes is as natural to

poetry as to music. There are possibilities for verse which bear

some analogy to the development of a theme by different groups

 

 

14 The third W. P. Ker Memorial Lecture, delivered at Glas-

gow University in 1942, and published by Glasgow University Press

in the same year.
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of instruments; there are possibilities of transitions in a poem

comparable to the different movements of a symphony or a

quartet; there arig possibilities of contrapuntal arrangement of

subject matter.

Of the two major properties which Eliot poses as of most concern

to the poet in relation to music, the sense of structure is particularly

comprehensive in its application since it involves the overall archi-

tectural aspects of the work. This is, in fact, the area in which those

critics and scholars who have discussed musical analogies in the .

poet's work have most readily perceived parallels with music; and is _ i

the area with which they have been primarily--often exclusively--

concerned. While regrettable, this is understandable; for, since

music and poetry are both temporal arts, and further, temporal arts

deriving from a common ancestor of which they were integral and

equal components, it is natural that they possess inherently similar

structural tendencies of unusually strong correspondence. The

natural approximation in structural form exhibited by music and

poetry will be found to be closer than with any other art forms, with

the POSsible exception of the dance-~also a temporal form--which is

intimately related to music and poetry in its origins, and in which

total Pattern is also achieved through temporal progression.

Both music and poetry depend upon the movement through time of

thematic elements which, to be meaningful, must possess some type

X

15 From "The Music of Poetry" as reprinted in Eliot's _Q_n

L°et£x and Poets (New York: Noonday Press, 1961), p. 32.
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of intelligible relationship and progress according to a coherent

pattern--a pattern which in its resultant totality may be perceived,

or at least felt, as unified. Because of its temporal orientation,

the form will in large measure result from an organic generation

and growth—-the inherent process of all time—oriented entities--

which progresses from its beginning through a development to a final

resolution. Both music and poetry thus show an innate affinity for

the Aristotelian aesthetic: regardless of structural detail and degree

of complexity, both media of expression will in fundamental outline

have a beginning, a middle, and an end, apprehended both as tran—

 

sient in temporal progression and simultaneous and permanent in

their structural and aesthetic totality. Just as a piece of sculpture

or architecture is a form cut into space, so musical and poetic

compositions are forms cut into time; and while perceived, via a

different set of sensibilities, linearly in time rather than instantaneously

in three-dimensional space, exist as aesthetic wholes just as com-

pletely as the work of graphic or plastic art.

Eliot was acutely aware of these structural and aesthetic rela-

tionships. In his introduction to Paul Vale/ry's The Art of Poetry,

for example, referring to Vale’ry's analogy of the structure of

Poetry to architecture, and discussing the assimilation of poetry

t0 music which was a Symbolist tenet, he says:

For Music itself may be conceived as striving towards an unat-

ttunable timelessness; and if the other arts may be thought of as

Yearning for duration, so Music may be thought of as yearning

‘7'E,7 ,7 r 4 A 
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for the stillness of painting or sculpture. I speak as one with no

technical training in music, but I find that I enjoy, and "understand,"

a piece of music better for knowing it well, simply because I have

at any moment during its performance a memory of the part that

has preceded and a memory of the part that is still to come. Ideally,

I should like to be able to hold the whole of a great symphony in

my mind at once. The same is true, surely, of a great tragedy:

the better we know it, the more fully we hold in mind, during the

action, what has preceded and what is to come, the more intense

is our experience.

Finally, since music and poetry are not only temporal arts but

tonal as well, many of their basic elements and modes of expression .' ,

i.

are closely similar: rhythm, metre, tonal values-~both quantitative . , ii "

and qualitative--pitch, timbre, intensity, dynamic level, legato and '

staccato, su3pension and cadence. So, constructed from these funda-

mental analogous building blocks, the two forms, while developing a

great divergence of detail within the very general structural limits

of "beginning, middle, and end, " will exhibit some remarkable inherent

parallels of structural outline.

Now, it is clear that Eliot conceived of a poetic work, regardless

of its length, in terms of the overall musical structure of the whole.

In his lecture on "The Music of Poetry" he considered this aspect of

even an entire drama. "In the plays of Shakespeare," he says, "a

musical design can be discovered in particular scenes, and in his

more perfect plays as wholes. It is a music of imagery as well as

 

16 Paul Vale’ry, The Art of Poetry, translated from the French

by Denise Folliot; Introduction by T.S. Eliot (New York: Vintage Books,

Random House, September, 1961), p. xiv.
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sound: Mr. Wilson Knight has shown in his examination of several of

the plays, how much the use of recurrent imagery and dominant ima—

17 Eliotgery, throughout one play, has to do with the total effect."

then proposes that a play of Shakespeare is a very complex musical

structure, as contrasted with the more easily grasped structures of

forms such as the sonnet, the formal ode, the ballade, the villanelle,

rondeau or sestina. Noting signs of a return to these forms, the poet

then propounds the belief that the tendency to return to set, and even

elaborate, patterns is as permanent as the need for a refrain or a

chorus to a popular song.

It is significant that although Eliot's major emphasis is on the

structural entity of a work, he also speaks of a music of imagery

and sound. And he would seem to see a psychological factor at work

which relates to the temporal nature of both music and poetry and,

in dictating similar tendencies in both art forms, contributes to

their basic correSpondence. Certainly it is clearly evident that his

concept of musical analogy in poetry far transcends the mere literal

simulation in rhetorical terms of the discrete structural elements

of musical composition; he is rather concerned with the comprehen-

sive structure of the total work in its major outlines. At the same

time, for Eliot the structure is not itself the end, but is essentially

a vehicle for the expression of poetic imagery and sound in coherent

 

17 02. cit., p. 30.
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and meaningful patterns, a means to the most effective communication

of theme and idea.

In his essay "Poetry and Drama" Eliot analyzes the construction

of the opening scene of Hamlet from the standpoint of its verse rhythms;

he concludes that this is great poetry, and dramatic, but besides being

poetic and dramatic, it is something more. "There emerges, when

we analyze it, a kind of musical design also which reinforces and is

one with the dramatic movement. It has checked and accelerated the

pulse of our emotion without our knowing it. "18 He further considers

the music of dramatic poetry as it determines dramatic construction,

and conjectures, "It would be interesting to pursue, by a similar analy-

sis, this problem of the double pattern in great poetic drama--the

pattern which may be examined from the point of view of stagecraft

or from that of the music."19 In his "Note to 'Poetry and Drama' "

accompanying the essay, Eliot cites a note extracted from a lecture

given some years previously at the University of Edinburgh, on the

balcony scene in Romeo and Juliet. The note contains the following

analysis of the scene:

. .one is aware, from the beginning of this scene, that there is

a musical pattern coming, as surprising in its kind as that in the

 

18 "Poetry and Drama, " in On Poetry and Poets, pp. 80-81.

This was originally the first Theodore Spencer Memorial Lecture

delivered at Harvard University and published by Faber & Faber and

by the Harvard University Press in 1951.

 

19 Ibid. , p. 81.
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early work of Beethoven. The arrangement of voices--Juliet has

three single lines, followed by Romeo's three, four and five, fol-

lowed by her longer speech— -is very remarkable. In this pattern,

one feels that it is Juliet's voice that has the leading part: to

her voice is assigned the dominant phrase of the whole duet:

My bounty is as boundless as the sea,

My love as deep: the more I give to thee

The more I have, for both are infinite.

And to Juliet is given the key word 'lightning', which occurs again

in the play, and is significant of the sudden and disastrous power

of her passion, when she says

'Tis like the lightning, which doth cease to be

Ere one can say 'it lightens'.

In this scene, Shakespeare achieves a perfection of verse which,

being perfection, neither he nor anyone else could excel-—for this

particular purpose. The stiffness, the artificiality, the poetic

decoration, of his early verse has finally given place to a simpli-

fication of the language of natural speech, and this language of

conversation again raised to great poetry, and to great poetry

which is essentially dramatic: for the scene has a structure of

which each line is an essential part.

In the light of such a concept of the function of structure in a

poetic form, and the essential musical equivalence of that structure,

one might readily anticipate that T.S. Eliot's most mature work

would embody these ideas as an integral part of its design and con-

struction. And in fact it is precisely in this area that the broadest

and most obvious analogy exists between the poems of Four Quartets

and musical composition. Each poem is organized into five divisions,

or "movements, " each with its own well-defined inner structure, and

may be considered generally to provide the poetic equivalent of the

 

2° 0p. cit., pp. 94-95.
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classical sonata structure in music as utilized in the symphony, the

string quartet, and the instrumental sonata. Within each movement,

in each poem, and over the total cycle, the themes are stated, devel-

oped, modulated, and recapitulated much as a composer handles

musical themes. By this means the author achieves a tight, coherent

structural unity consonant with the thematic unity of the basic ideas

with which he is working; and theme and structure become, in fact,

integral and inseparable.

At this point, a brief analysis of the general structure of the indi-

vidual movements of each of the quartets—-"Burnt Norton, " "East

Coker, " "The Dry Salvages, " and "Little Gidding"--may perhaps

most effectively illustrate not only the internal form of each separ-

ate movement but the relationship of the movements and the resultant

structural totath of each quartet. This should not be construed

as an attempt at detailed thematic explication of the poems--such

consideration is outside the province of this study; however, since

form and content are inseparable in these poems the interpretation

of idea and meaning here presented is necessary to develop and clarify

the musical analogies involved. Thus, the explication given will

deal primarily with the essential philosophical or religious idea

concerned.

In each of the four poems the first movement contains two con-

trasted but related general themes; the themes treated in each case

have their direct origin, or motivation, in the specific place giving
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3 8

rise to the poem, as reflected in the title. In essence these themes

are identical in all four of the Quartets. Stemming from the basic

idea of time, which is generic to the poem cycle, they comprise the

two apparently conflicting and irreconcilable aspects of time: temporal

time--that is, time as sequence or succession; and eternal time--

time as infinite and all-encompassing. In each poem the themes are

represented, or treated, in terms of actual and abstract experience.

Since the locus of each poem determines the appropriate and peculiar

nature of the experience and the philosophical meditation, the themes

become in effect metaphors for the two aspects of time.

In each movement the two themes, or two forms of experience,

are, after their initial exposition, combined and developed through

the experience of viewing eternal time from the present moment,

then finally modulated into an implicit resolution in which the con-

flicting themes are, at least partially or tentatively, reconciled.

Various critics have found in this exposition of theme 5, with

their subsequent development and reconciliation, a similarity to the

statement and counter- statement, or first and second subjects, fol-

lowed by their modulation and development, and eventual resolution,

of a musical movement in sonata allegro form (sonata-form). 21

k

21 The term sonata-form, though commonly accepted and

used, is a somewhat inaccurate term which designates, not the form

0f the sonata (a composition consisting of several related but con-

trasted and independent movements), but rather the specific struc-

ture used frequently for the first movement of the sonata. As such,

It refers to a form consisting of three major sections, called exposi-
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There is, certainly, a general overall resemblance, and a cursory

comparison might lead to the conclusion that Eliot was here attempting

a poetic approximation of that musical form. A more careful exami-

nation, however, discloses that, with the exception of "Burnt Norton, "

which presents a somewhat special case, the form is not sonata

allegro but is rather that of a modified binary song-form.

In the first movements of "East Coker, " "The Dry Salvages, "

and "Little Gidding, " the presentation of the two themes followed

by their development and integration yields a loose approximation

of sonata allegro form. However, there exists here no recapitula-

tion section in which the themes return in their original form--a

fundamental part of sonata allegro construction. Moreover, there

is a great disparity between Eliot's poems and musical sonata

allegro in length of themes and balance of sections. In sonata

allegro both first and second subjects are stated and expounded

within the eXposition section, which is the first of the three basic

and roughly equivalent divisions of the structure; however, in the

Eliot movements each of the two themes requires an entire section

 w.—

tion, development, and recapitulation, in which the main and sub-

themes are stated, developed, and restated (usually in inverse order

and with some modification), respectively. The movement usually

ends with a coda section. Within and between these sections there

are repetitions, transitions, codettas, and other devices used to ela-

borate, extend, and develop the basic themes.

In the Harvard Dictionary of Music (Cambridge, Mass. : Harvard

University Press, 1964) Willi Apel estimates that "80 per cent of all

the movements found in the sonatas, symphonies, quartets, Concertos,

trios, etc. from 1780 to the present day, are written in sonata-form,

strictly or freely applied" (p. 696).

Actually, this specific single-movement form is more accurately

designated as sonata allegro.
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of the movement for its statement and exposition, and the two exposi-

tory sections and single development section are generally equivalent

in length and complexity. The resultant form is thus one of three

sections with a structure of A B C, in which the C section, derived

by a combining of A and B, may be designated as A/B. It is there-

fore essentially binary; in this there is a certain similarity to the

true sonata allegro, which is likewise a binary form, although its

basic structure of A A B A has become obscured, and has even

tended to be considered as ternary form, as a result of modern

conductors and performers omitting the repetition of the exposition

which was clearly prescribed by the masters of the classical sonata

as an aesthetic feature of great importance.

Further, in true binary form (which was, in fact, the progenitor

of sonata allegro form) the same or similar material is used through-

out and the form is a continuous one, as opposed to the sectional struc-

ture of the ternary form, in which the middle section is derived from

wholly new material. According to Willi Apel, "The binary form

is essentially a stylistic and structural entity, a unified whole which,

like many phrases in music, falls into two halves, the second of

which forms the logical and necessary completion of the first. "22

Clearly, this is the structural and aesthetic form of Eliot's first

movements, where the two major themes, both derived from the same

 

 

22 Harvard Dictionary of Music, p. 87.
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basic motif, are--as eventually resolved-~necessary and complemen-

tary to each other. At the same time, the A/B section of Eliot's form

may be seen as a completion, a resolution, of the themes presented

in A and B; and in this there is a parallel to the harmonic scheme

found in the binary musical forms. Each section in the binary form

is harmonically "open, " i. e. the first leads from tonic to dominant

and the second returns from dominant to tonic (whereas in ternary

form each section is harmonically "closed, " beginning and ending

in the same key, but often with a related key--dominant, relative,

parallel--used for the middle section). Both of the thematic sections

in Eliot's first movements are "open" in the sense that the aspect

of time presented in each is left as an uncompleted proposition,

tenuous and unresolved until the two are reconciled in the final sec-

tion. The rhetorical and poetic effect is thus that of a movement

from the tonic to the point of maximum suspension--the dominant--

with a return to tonic in the resolution. (We have already noted

this structure. intuitively used in an embryonic form in certain

of Eliot's earliest poems.)

A more specific musical equivalent of Eliot's binary form

is, appropriately, known as song-form, and designates a form which

has been much more frequently applied to instrumental music than

to songs. With the basic structure of A A B it is to be found in the

early medieval music of the Eastern churches; in the _c__a_r_iz_9_ of the

troubadors and the ballade of the trouv‘eres of ca. 12th— century France
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it established itself in European music, and subsequently became the

basic form of the later medieval German Bar (barform), by far the

most frequent fOrm of the Minnesingers and Meistersingers. 23

Possibly the earliest origin of the form of which we have record is

the ancient Greek ode, which consisted of strophe (A), antistrophe (A),

and 929$ (B).

The first movement of "Burnt Norton, " as previously indicated,

presents a unique and highly interesting case among the opening move-

ments of the cycle. It is possible to analyze it to show a rather general

correspondence to the binary form of the other poems. From this

approach the first theme, or section, would be constituted by the

opening abstract speculation on the nature of time--the relationship of

time past, present, and future, and the significance of the potential.

The second theme would be the actual moment, or conscious experience,

in the rose garden--which is the motivation for the meditation and the

entire poem—-stimulated by the consideration of what might have been,

or unrealized potential. With the interaction of the two themes in

the subsequent development section, the application of the abstract

23 A _B_a_r consisted of two Stollen (section a) and the Abgesagg

(section b). There is a humorously pretentious description in Richard

Wagner's Die Meistersinger von Niirnberg, I, 3, where Kothner,

reading from the Leges Tabulaturae, says, "Ein jedes Meistersanges

Bar" . . .consists of . . ."unterschiedlichen Gesetzen" (sundry

sections, strophes); "Ein Gesetz" . . .is composed of . . ."zweenen

Stollen" (two stanzas) . . .and . . ."Abgesang" . . . (after- song).
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speculation to the present moment and unrealized experience results

in the realization of the potential as actual through its simultaneous

and eternal existence as perpetual possibility.

Within this somewhat general structure, however, there is a

much more thoroughly defined musical form whose details have not

been previously recognized to my knowledge; for this movement may

in fact be seen to provide a remarkably literal rendering of sonata

allegro form. The first section containing the abstract speculation

on time comprises the exposition: within this section three themes

are presented--time as progression, time as eternity, and time as

potential. These themes are then combined, or modulated, to

produce a new theme of the potential and actual resulting in the pre-

sent moment. Beginning with the recollection of the past potential

experience in the rose garden which remained unconsummated, a

development section follows in which time and experience are treated,

in highly poetic imagery, in terms of past, present, future, and poten-

tial. The development reaches a tentative resolution in the experi-

encing of the previously unrealized potential as actual through the

intuitive insight into the simultaneity of past, present, and future,

and the eternal nature of perpetual possibility. A brief transitional

passage then leads back to a short recapitulation section in which

the basic themes are restatedin condensed and modulated form and

the movement is resolved with the articulation of the concept of past

and future, potential and actual, existing simultaneously as an eternal
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progression of present moments.

This is certainly the most specific and literal analogy with an

extended musical form to be found in Four Quartets; the other move-

ments are much more general in structure. It is probably not likely

that Eliot was consciously attempting any such precise imitation of

sonata allegro form as this analysis reveals. Nevertheless, the

correspondence exists and the parallel is striking; and, regardless

of the extent of conscious analogy, the cogency and concentrated

intensity which the poet achieves in a relatively short section derives

in no small measure from its form--the same form which in musical

terms has proved so fruitful for a corresponding concentration and

intensity of musical expression.

The structure of this unusual movement is presented in a graphic

form in Appendix B.

In "East Coker" the first movement, falling into three parts

plus a longer than usual concluding coda section, follows Eliot's

A B A/B binary form. The first part presents the theme of the cycle

of birth, growth, and death, looking at time as progression in cyclical

recurrence--"In my beginning is my end"; the second restates the

basic theme, but now treats of the time of the present timeless moment,

of the experience of being outside time. The third section is a devel-

opment in which the two themes are combined; the poet, standing

outside of the cycle, and from the vantage point of eternal time,

visualizes in concrete and graphic images the time of years and
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seasons and the passing of generations of men and women. The coda

restates the concept of timele ssness in terms of the eternal cycle; and

the closing words, restating those which opened the movement, effect

a cyclical return of the movement to its beginning in a perfect corres-

pondence of form and idea.

The Simplest, most direct treatment of the contrasting themes

is found in "The Dry Salvages, " where the river and sea images are

metaphors for two different kinds of time, the conscious time we feel

in our lives--time as succession or progression--and eternal time

without beginning or end which transcends our comprehension and which

we can apprehend only in our imagination, or in our psychic under-

standing. Each theme is expanded, or ornamented, within its section,

and the second one presented in three levels, or "keys"--the sea as

the land's edge, the variety of sea voices, and the eternal ground

swell. A short transition leads into the final section where the first

theme reappears transmuted, or modulated, into an image of the

subjective, limited human perception of time, which is juxtaposed and

contrasted with the eternal time of the ground swell. A restatement

of the ground swell theme, integrated with its clanging bell, closes

the movement in a brief coda.

The first movement of "Little Gidding, "' set in Eliot's three—

part binary form, againpresents the two contrasted aspects of time

in imagery evoked by the experience giving rise to the poem. The

first section treats of eternal time, the idea of eternity contained in
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midwinter spring, when all movement, succession, and change seem

to be temporarily suspended and the poet seems to be outside time.

In the second section the poet is i_n_ time, experiencing a given moment

in the flow of time, nature in May time. The third section combines

the two themes, the poet in the chapel being outside time but also

within time, at the intersection of time with the timeless moment.

The thematic resolution is summed up in a short two-line coda.

The second movement of each of the quartets comprises two general

subdivisions which handle a single subject in two highly-contrasted

Ways. The first section of the movement consists of a thoroughly

poetic and symbolic lyrical passage in a traditional metrical form.

The second section is an extremely colloquial passage of philosophical

reflection in which the idea treated in symbol and metaphor in the

first part is developed and enlarged on in a conversational manner.

The effect is similar to the handling of a musical theme by different

groups of instruments, or in contrasting harmonization or different

keys, and, probably even more closely analogous, in an altered

rhythm and tempo; such a change, for instance, as would be effected

by a. rhythmic expansion where the same basic melodic progression

would be spread out over a longer sequence of measures in altered

rhythm and in a slower tempo. The second section, while it is struc-

tura11y homogeneous, presents thematically a series of variations

on the original subject by expounding on various aspects or elements

of the condition, dilemma, or thesis stated in the opening section.
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Eliot's poetic structure is therefore closely parallel to the musical

theme and variations, which has been a favored form by the major

composers in the history of Western music from Bach through Franck

and even into the twentieth century in the polyphonic revival of the

Viennese school.

In "Burnt Norton" the highly obscure and symbolic first section

treats of the reconcilement in eternity of the apparent flux of life.

The second then turns to a discursive statement which first considers

re concilement in terms of stillness and movement; then in a second

variation of the theme discusses ultimate resolution as the union of

change and permanence implicit in the partial ecstasy of momentary

revelation and the protection of man from the unendurable full know-

ledge of ultimate reality by his enchainment in past and future. The

movement ends with a coda section in which a brief abstract meditation

on tirxle reverts thematically to the first movement; the mention of

three concrete moments, including "the moment in the rose garden, "

again recalls the first movement, thereby establishing a subtle struc—

tural unity; and the "moment in the draughty church at smokefall"

anticipates the final poem of the cycle. These closing lines, re-estab-

fishing the idea of the oneness of time--past, present, and future--

and the intersection of time by the timeless moment, sum up the

the 8is of the movement's opening section that time is the only medium

0f u:ltimate reconcilement.

In "East Coker" the first section of the second movement is a
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lyric presenting an apparent confusion in the seasons and constella-

tions which embodies the theme of the uncertainty of human perception

and the deception of human knowledge. The second, or variation,

section, beginning with a transitional passage which expresses the

difficulty of the poet's craft and restates the theme in brief and sim-

plified form, turns to a highly prosaic discourse on the parallel

confusions in the lives of men. These are enumerated in variations

presenting the deception of knowledge taught by elders; the limited

value of knowledge derived from experience; the blindness and uncer-

tainty of man in the mortal world (this variation being enhanced by

the imagery of the "grimpen"); and the deception of wisdom in old age.

Humility, which is endless, is posed as the only wisdom we can hope

to acquire.

In the final two lines (which in effect comprise almost a separate

section)-- "The houses are all gone under the sea. / The dancers

are all gone under the hill"--there is a summing-up of the transience

0f hlll‘rian existence and an evocation of the entire first movement.

““538 final two lines may be considered as a brief coda. They very

definitely impart a strong cadence effect; the repetition of the rela-

tively short lines with their identical metrical structure, accompanied

by the change in images, seems to effect the poetic equivalent of the

mag-a1 cadence in music. 24

\

(f 24 The plagal cadence uses the chord based on the subdominant

ofirth) scale degree preceding the tonic: IV-I. This is also known as

:19 fimen— cadence because of its traditional use for the "Amen" at the

“d of hymns.
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In place of the symbolic lyrical strophe of the first two quartets,

the sestina opening the second movement of "The Dry Salvages" takes

the form of an anguished inquiry into the meaning of man's endless

cyclical succession; in effect it becomes an elegy for all of mankind,

whose anonymous individual lives leave little trace but wreckage on

the ocean of time. The final stanza of the section, containing a hint

as to where meaning may be found, provides the direct motivation

for the second section of the movement, which develops, in its succes-

sive variations, the idea of meaning attained through past experience,

through the pain and suffering of others past, and experience restored

through approach to the meaning. The final lines comprise a coda

succinctly summarizing the movement's essential idea- -that perma-

nence is attained in transience through the element of time, which is

the vehicle of experience and the medium of reconcilement. Here again,

at the close of the movement there is a return to the imagery of the

first movement--the ragged rock, the waves, the restless waters.

Thus the effort to find meaning has restored the original imaginative

vision of the river and the sea.

This movement seems to be particularly rich in musical elements:

the full, rhythmic flow of the sestina, the germ-motive of the first

section providing the theme for the second, whichdevelops it in a

highly contrasting style and mood, then the restatement of the initial

imagery of the quartet which both resolves the meaning and idea of

the movement and provides a thematic bridge with the initial movement.
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In "Little Gidding" the richly symbolic lyric on the decay of the

mortal world again leads into a contrasting section, the colloquy of

the poet with the "dead master" after the air raid, on the streets of

London in the early morning hours. Here, however, though the move

is typically from the cosmic to the human and temporal, and while

the second part is distinct in mood, style, and metre from the first,

it is metrically formal25 and is shot through with imagery, unlike the

corresponding sections of the first three quartets. This is consistent

with the whole construction of "Little Gidding, " where the stylistic

contrasts are less severe than in the other quartets, particularly the

two middle ones, and where the "counterpointing" of themes (which

will be discussed later in some detail) is more cumulatively complex.

The second section presents first the picture of present decay resulting

from mankind's willful destruction; then the colloquy elaborates on

the lessons of experience, the continuing change and decay of individual

human existence, and the futility of existence without the redemptive

 

25 In The Art of T.S. Eliot (London: The Cresset Press, 1949),

Helen Gardner comments on the metre of this section:

 

The metre is an original modification of terza rima.

The 'want of like terminations' in an uninflected

language such as English involves most translators

and imitators of Dante in a loss of his colloquial

terseness and austere nobility in an effort to pre-

serve the rhyme. Mr Eliot has sacrificed rhyme,

and by substituting for it alternate masculine and

feminine endings, he has preserved the essential

forward movement of the metre, without loss of

directness of speech and naturalness (footnote to p. 40).
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power of spiritual insight and the "fire"--purgation--of vocation.

The brief coda operates functionally to effect an emergence from

intrOSpection.

As with the first movements, the relation of the contrasting sec-

tions of the second movements, while sufficiently flexible to allow

for variation with the individual character of each poem, is relatively

constant throughout the cycle. Generally, the first section is lyrical,

rich in romantic imagery and symbolism, and in traditional metre

and stanza form; the second is colloquial and conversational in style,

meditative in mood, and consonant with the character of the indi-

vidual poem, being philos0phic in "Burnt Norton, " analytical in

"East Coker, " reflective in "The Dry Salvages, " and more narra-

tive and conversational in "Little Gidding. "

This structural constancy between respective movements is

a major element in establishing the unity of the Four Quartets, a
 

unity further reinforced by the close relationship of theme and idea

treated in the corresponding parts. Essentially all four second

movements deal with the subject of permanence achieved through con—

tinuous transience: continued change creates a pattern through which

meaning is found; thus individual existence and experience are mean-

ingless in themselves but achieve purpose as part of the eternal

pattern.

The second movements of the four poems illustrate particularly

well the contrast of intensity to be obtained through juxtaposition of
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the poetic and prosaic, another structural element which Eliot thought

requisite to poetry. Discussing the function of poetic dissonance,

even cacophony, in his lecture "The Music of Poetry, " he states that

"in a poem of any length, there must be transitions between passages

of greater and less 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--so that, in the sense implied by that con-

text, it may be said that no poet can write a poem of amplitude

unless he is a master of the prosaic. "26 Certainly the application

of Eliot's own criteria to Four Quartets provides ample evidence
 

of the poet's mastery of the prosaic within the poetic context.

. "The third movement, " observes Helen Gardner, "is the core of

each poem, out of which reconcilement grows: it is an exploration

with a twist of the ideas of the first two movements. "27 Musical

analogies in the structure of the third movements are perhaps less

apparent than in the other movements; nevertheless, the form follows

a generally consistent pattern through the four poems.

 

26 Op. cit. , pp. 24-25. In a footnote to the passage cited,

Eliot added, "This is the complementary doctrine to that of the

'touchstone' line or passage of Matthew Arnold: this test of the

greatness of a poet is the way he writes his less intense, but struc-

turally vital, matter" (p. 25).

27 Op. cit., p. 41.
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In its correspondence to musical structure, each third movement

may be considered to be in two- part song form with an A B relation-

ship, the contrast of the two sections being primarily one of thematic

treatment. In the first section the themes presented in the first two

movements are now explored in a deeply meditative, almost mystical

mood. The second section stands in relation to the first almost as

answer to question; however, the answer to the dilemma is not com-

plete, but only hinted at, and in each case points to the final move-

ment where the ultimate resolution occurs. Thus, the third movement

of each poem, standing midway in the work, deriving its thematic

content as a modulation of the themes of the preceding movements,

and anticipating the final reconciliation of the last movement, is vital

to the thematic development and progression of the poem and an inte-

gral element of the structural and thematic unity of the quartet.

In "Burnt Norton" the first part is symbolic, with the London tube

figuring as an emblem of the time-bound human condition, while the

second part poses the "downward way" through mystical experience

as the release from the bondage of time. Here there is no radical

change of rhythm between the two sections, though in the second part

three-stress lines are interwoven with the basic four- stress pattern.

The first section of the "East Coker" third movement considers

the agonized wait for the mystical illumination, while the second out-

lines the way to attain it through a series of ostensible paradoxes via

the negative way of self-denial of St. John of the Cross. The first
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section has a more complex structure than in any of the other poems,

consisting of three main parts: the first considers how all mankind

disappears into the dark, we with them; the second, in a series of

three metaphorical variations, poses the necessity of submitting to

the darkness of God; the third presents the necessity of waiting in

faith, detached from hope, love, and thought.

In this movement the two sections are separated by a transi-

tional passage rich in imagery and conveying implicit intimations of

immortality, which effects a smooth transition into the final section.

There is no sharp break between sections; the break in metre occurs

after the realization of the true approach to h0pe, love, and faith

and the knowledge that ". . .the darkness shall be the light, and the

stillness the dancing," with a change from the six- stress line of the

first section to the five- stress of the transition, which in turn modu-

lates into the four- stress rhythm of the Passion lyric.

In "The Dry Salvages" the meditation of the movement's first

part concerns the relationship of past, present, and future (the

theme of the opening lines of "Burnt Norton"); the second part is an

exhortation to action arising as the logical and necessary adjunct

to the resultant existentially-conceived condition, an admonishment

to "Fare forward" rather than "fare well, " inspired by Krishna's

advice to Arjuna on the field of battle. Time here is seen as a

succession of presentmoments, with the moment of experience existing

only in the present; man's commitment therefore must be to present,
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momentary action, from which his future will result and which will

establish the pattern from which meaning is derived. There is no

real break in this movement, rather a change in temper from the

meditative to the hortatory, paralleled by a change of rhythm from

the tentative six- stress line to the emphatic four- stress line. A

brief coda reiterates the exhortation to action.

The first part of the third movement of "Little Gidding, " taking

the form of a disquisition on the uses of memory, considers three

conditions arising from attachment and detachment, and offers libera-

tion from both future and past through detachment, as opposed to

attachment or indifference. The past, reclaimed by memory, is

seen to be transfigured in freedom. The second section is a meditation

on history which applies the previously- developed abstract thesis to

specific men and events of the past. All the dead of history are found

to be reconciled in death; and they become for us a symbol of action

in the present moment and a model, perfected in death, for our emu-

lation. The coda develops the most optimistic and positive conclusion

to be found in any of the four third movements--"And all shall be well

and/ All manner of thing shall be well/ By the purification of the motive/

In the ground of our beseeching. " Thus our redemption derives from

our own action as that of the past dead derived from theirs, and as

their motive and action is purified in the eternal. There is a definite

break between sections in this movement, with the poet's change from

the subjective to the historic, accompanied by a shift from the loose
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blank verse of the first section to the incisive, intermixed two-, three-,

and four-stress (though predominantly three- stress trimeter) line of

the second.

Here again, in the third movements, it is to be noted that in each

quartet the mood and style of the movement is consistent with the

character of the whole poem. And again the unity of the poem cycle

as a whole may be clearly observed, not only in the structural form

of the corresponding movements, but in the thematic content as well.

Each of the third movements deals with some aspect of commitment

or action necessary to the attainment of spiritual tranquility. All four

start from the dilemma of man in his earth-bound, mortal condition,

subject to the limitations of time; but "Burnt Norton" and "East Coker"

are concerned with the way to divine insight and mystical illumination,

whereas "The Dry Salvages" and "Little Gidding" explore the means

of achieving a sense of purpose and meaning in the everyday activi-

ties of the worldly life, finding it in the affirmative commitment to

present action. There is, then, a balance and symmetry in the

variety of thematic treatment, as well as the element of thematic

homogeneity, contributing to the structural unity of the cycle.

The fourth movement of each poem is a brief invocational lyric

essentially serving as a transitional device. The brevity of the move-

ment, coupled with its sharply rhythmic metre, provides a very

decided relief, a relaxation of tension, from the profound meditation

of the third movement. This movement is in essence a prayer, addressed
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to, or at least invoking the image of, in the four poems respectively,

the Father, or Divine Spirit; the Son--God incarnate; Our Lady as

Divine Intercessor; and the Holy Ghost, or Divine Grace. Thus for

the first time the poet has given expression to the underlying ideas

in specifically Christian terms.

The transitional natureof the movement is emphasized by its

essentially ‘unit form in each poem, with no contrast of themes or

sections within itself. Another effect of the passage is one of a rather

abrupt modulation to a related but highly contrasting key. Therefore

this movement acts both as separation and contrast, and also as bridge

between the momentous pivotal third movement and the final one.

Here, certainly, we have an outstanding realization of Eliot's vision

of the "possibilities of transition in a poem comparable to the differ-

ent movements of a symphony or a quartet" of which he spoke.

I In "Burnt Norton" the invocation is in highly symbolic imagery

and poses the ultimate salvation of escape from the temporal world

to the "still poin " of eternal time; this salvation, however, being

only attainable through a knowledge of, and acceptance by, God the

Father, whose grace is imaged in terms of the sunflower and the clem-

atis. Since these flowers are associated with the Son and the Virgin

there is a subtle preparation for the matching movements of the

following quartets. This movement in fact establishes the ground of

a thematic unity in all four of the fourth movements: since Father,

Son, Virgin, and Holy Ghost are varying aspects, or conditions, of
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man's redemption, rebirth, and salvation, expressing different mani-

festations of the eternal Oneness with which the poet aspires to be

reconciled, the four corresponding movements are interdependent

and integrally related.

Along among the four movements, this passage from "Burnt

Norton" is composed of a single stanza of irregularly-rhyming,

four- stress, syllabically-irregular lines.

The "East Coker" movement, highly metaphorical, picturing

Christ as the "wounded surgeon, " proposes the Church as the true

guide to salvation, and acceptance of the Saviour and His sacrifice

for man as the only means of redemption from the human condition.

Each of the five rhyming, metrically-identical stanzas embodies

a metaphor which is part of the complete, over- riding metaphor

carrying the theme of the passage. Structurally the five stanzas

may be considered to comprise a single strophe, with a form of

a 21’ {5’34"

In "The Dry Salvages" the prayer to the Virgin, who is also the

patron saint of mariners, is for all voyagers, and, while in quite

literal language, implicitly invokes the Lady's protection for all

mankind. The three stanzas comprising this strophe, while five

lines each and essentially four- stress, are unrhymed and syllabi-

cally irregular. Thematically, they can be considered to present

a form of a {XI

The two- stanza transitional lyric of "Little Gidding" posits a
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choice for mankind of two kinds of fire-~those of purgatory and hell--

which will determine his hope or despair. Both stanzas portray the

Pentecost in symbolic terms; Divine Love, manifested in the two kinds

of fire, and the origin of our purgatorial agony, is invoked as the uni-

versal motivating force and man's true promise of salvation. The two

seven-line stanzas, taking! an a a, relationship, are metrically and

rhythmically formal, and with their rhyme scheme of ababacc they

may be regarded as approximating--somewhat truncatedly--the form

of the medieval French ballade.
 

The fifth and final movement in each quartet provides a recapit-

ulation and summation of all the basic themes of the poem and finally

effects a resolution of the contradictions of the first movement which

had achieved tentative and partial re conciliation in the pivotal third

movement. The similarity of this construction to the restatement

and resolution of themes in musical composition is here particularly

striking, and is to be considered further in some detail. The movement

in each quartet again falls into two parts, although the contrast is less

marked than in the second movement, and is reversed, the colloquial

passage occurring first. Here again the form is a binary one, with

an A B structure and "open" harmonic construction. The two sections

bear a relationship of question and answer, or dilemma and resolution,

the second part deriving its immediate thematic motivation from the

first; and, as in certain preceding movements of the cycle, there is

a modulation of theme and mood equivalent to the harmonic movement
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in the musical form: the effect is that of an initial modulation from

tonic to dominant, the first section ending in a tenuous, suspended,

unresolved state, with the return to the tonic occurring in the reso-

lution of the concluding section.

In "Burnt NOrton, " "East Coker, " and "Little Gidding" the first

section of the movement treats of the problems of art, particularly

those of the writer, regarded from the aspect of time and concerned

with his struggle to master the tools of his craft and learn to use

language effectively. In each case this subject serves as a point of

focus for the re-introduction of themes and ideas from the preceding

,movements, and a nucleus around which they are organized and

to which they are integrally related.

In "The Dry Salvages" this first section consists of a considera-

tion of man's futile attempts to penetrate the barrier of time and see

into the past and the future, and contrasts this with the way of the

mystic, who alone is capable of an apprehension of ultimate reality

as opposed to the "half-hints and guesses" available to most of us.

There is perhaps no completely logical reason for Eliot's deviating

in this instance from the subject of the other three quartets, parti-

cularly in view ofthe general consistency of the cycle in this regard.

(There is of course an inherent and basic relationship between the

attempts of mankind over the ages to divine the meaning of all human

events past and future, and the individual poet's "raid on the inarticu-

late" in an attempt to reach and establish meaning through the patterns
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of poetic expression.) A close consideration will, however, reveal

that the orientation of "The Dry Salvages" is more deeply rooted in

primal motivation and archetypal imagery than the other poems: the

river as god, the sea as eternal and all-encompassing progenitor of

man, the mythology of the Mahabharata, the worship of the Virgin--
 

who is, after all, the Christian manifestation of a mythological

archetype which reaches back at least as far as the recorded origins

of the Eastern religions. From this standpoint, the more universal

aspect of the theme of this first section of the last movement is com-

pletely consonant with the approach and mood of "The Dry Salvages"

as a whole.

The final sections of the last movements are similar in all the

quartets; coincident with a fairly sharply-defined structural break with

the first section (less well—defined in "East Coker"), a rhythmic

modulation occurs from the verse of the first section (four- with

some five- stress, syllabically irregular in "Burnt Norton"; loose

hexameters and pentameters with varying four-, five-, and six-

stress in "East Coker"; four- stress loose pentameters and hexa-

meters in "The Dry Salvages"; four- stress irregular blank verse

in "Little Gidding") to a predominantly three- stress line which is in

loose trimeter in all quartets except "East Coker, " where the metre

is syllabically irregular. The images from earlier movements of

the same quartet, or preceding quartets, return in quick succession

and the final resolution is in a highly poetic style of intense imagery,
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concluding both the movement and the poem in a mood of deep communion

and spiritual insight.

Thus, "Burnt Norton" resolves the ambiguities of movement and

stillness, time and timelessness, potentiality and actuality, in terms

of Love in its highest form, the Incarnation, which realizes all poten-

tialities. "East Coker" reconciles the meaning of the present moment

of temporal existence with the eternal cycle, establishing the necessity

of commitment to this life in a spirit of humility and detachment in

the realization that each action, each stage of the journey, is not merely

an end but also a beginning. "The Dry Salvages, " containing in its

resolution thematic elements from both of the preceding poems, dis-

covers how man may reconcile the apparent ambiguities of time and

attain the still point not only through insight but through ordinary

action, the Incarnation symbolizing the ultimate reconciliation within

time and out of time available to man through Christ. Finally, in

"Little Gidding" occurs the apotheosi’s, the quintessential resolution,

in Which all of the themes of the four quartets are restated and inter-

woven in a complete synthesis of idea and meaning. The pattern and

design of the eternal cycle is understood; the redemption of time and

tempol‘al existence through knowledge of the One in the many, the

eternal in the temporal, is disclosed; God as the ultimate source,

as beginning and end, is at last comprehended; the true nature of

Diwne Love, as revealed in the Incarnation, is known. And there-

for
-

e, "all shall be well" when the fire of life is merged in the "crowned
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knot of Fire"--the Trinity-knot--and when suffering and love are found

to be the same--when "the fire and the rose are one. "

Note: I am including as Appendix C a graphic presentation of the

structural form of Four Quartets. I believe the manner in which this

is arranged will clearly illustrate the internal form of each movement

and of each poem, the correspondence between parallel movements

of the four poems--and consequently between the individual poems

of the cycle, and the resultant structural integration of the cycle in

its totality. The coherence and unity, as well as the contrast, which

Eliot achieves through the use of musically-analogous structural form

should thus be readily apparent.
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CHAPTER III

THE LINEAR ELEMENTS OF FOUR QUARTETS

It is abundantly evident that in Four Quartets Eliot has exploited

to a remarkable degree the poetic equivalent of the musical state-

ment and development of themes within a complex and integrated

structural form. But the full range of Eliot's method and the com-

PleXity of his linear development have so far never been realized;

and there are techniques basic to his composition, closely analogous

to musical devices, which have not been treated, or even fully recog-

nized, by Eliot scholars. Among these, I would like to propose that

Eli“ Closely approximated the musical techniques of motivic develop-

ment and thematic metamorphosis in having built the entire magnif-

icent thematic structure of the four poems from just one basic idea,

or germ-motive. Further, both of these techniques are vital com-

ponents of a poetic counterpoint which is a basic structural element

0f Eliot's mature poetry and which is closely correspondent, in cer-

tain aspects of construction and in effect, to musical counterpoint.

The whole texture and style of Four Quartets in fact largely inhere in

Eliot's contrapuntal method. .
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Motivic Development

In music, the motive (alt. _rr_l_ot_i.f_, G. 59291) is, according to one

cogent definition, "the briefest intelligible and self- contained fragment

of a musical theme or subject. "28 A motive may be constituted by

as few as two notes, e. g. the descending fourth at the beginning of

Beethoven's Piano Sonata in A major, Opus 2, No. 2, or the desc-

ending fifth at the opening of his Ninth Symphony. The motives are

the foundation blocks, or germinating cells, of a musical composi-

tion, from which the themes them selves evolve and through which

thematic development is accomplished by means of expansion, imi-

tation, repetition in the same or other parts, transposition, rhythmic

moclifications, modal change, contrapuntal combination with other

“wave 8, and other devices. It is probably safe to say that all of the

major composers from the classical period on, and most twentieth-

century composers, have used this technique. Motivic development

is, as may be readily inferred, a means of imparting coherence,

organization, and unity to a musical work; and far from limiting the

composer in inventiveness, it has, while imposing certain inherent

diSciplines, provided the ground for a high degree of creative inge-

Witty. As an instance in point, Richard Strauss' great symphonic

t
one Poem "Death and Transfiguration, " Opus 24, which is in a free

\

W

28

 

Harvard Dictionary of Music, p. 462.
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sonata form with an extended coda, is entirely derived from a motive

which is nothing more than a simple major third chord, first intro-

duced in a repetitive rhythmic pattern by the violins and violas:

Example 1

‘0" 'O'J' P3— F3_

       
 

J

_ 
 

 
 

- '1 ' V v

All of the subsequent principal and sub—themes evolve from this basic

interval and its parallel minor modal form, which remain implicit

throughout all thematic transformation and development; the motive

is thus generative of the entire 499-measure musical structure.

The germ-motive of Four Quartets is the concept "time. " Time

is, in fact, the first word of the first quartet, and it is from this one

primal idea that every subsequent theme develops. However, time

as a Single, unit, abstract concept without further differentiation

would be equivalent to a single note of music, which would be incapable

of development or evolution. The musical motive requires at least

"”0 netes to provide, through their combined interval, pitch, rhythm,

and Cillration a fundamental characteristic--an essential "personality"--

and a sequential relationship from which thematic development may

“DIVE . Eliot finds this necessary motivic tension in the two primary

and iuherent aspects attaching to the human concept of time: temporal

ti

me‘~that is, time as progression; and eternal time--time as infinite
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and all-encompassing. The two aspects of time are ostensibly opposed

and irreconcilable, thus giving rise to ambiguity and conflict. From

this dilemma Eliot derives the central theme of Four Quartets, which

Grover Smith defines as "the union of the flux of time with the stillness

of eternity. "29

Eliot's continuing motivic development sees the emergence of

temporal, or transient, time as a progression of present moments.

Viewed objectively in their totality these moments constitute only

the present in eternal succession; but looked. at subjectively, from

the locus of a given present moment intersecting the timeless flow,

the finite components of past, present, and future are seen in sharp

differentiation. In eternal time, however, all present moments exist

simUItaneously and eternally, so that no distinction of past, present,

and future is possible. A further evolution from the motives of past

and pre sent--stimulated by a present experience in which the unfulfill-

ed past is contemplated--develops the theme of the potential event

(what might have been), which leads to the concept of potential as

continually existent in eternal time. This process may be seen in

the exposition section of the first movement of "Burnt Norton. " The

mofiVes of time present, past, and future give rise to the first theme--

Tune present and time past/ Are both perhaps present in time future. "

\
V

W

2
.

defi . _ 9 O . cit., p. 253. This would seem, incidentally, almost a

oppomtflve example of Coleridge's theory of the "dynamic tension of

of Slte s" which he sees as fundamental and requisite to the generation

poetic impulse.
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This theme is then condensed, or diminished, inverted, and restated—-

"And time future contained in time past. " Next, the second theme is

developed from the motive of eternal time-~"If all time is eternally

present/ All time is unredeemable. " Then a third theme evolves

from the motivic concept of the potential event in time with the state-

ment, "What might have been is an abstraction/ Remaining a perpet-

ual possibility/ Only in a world of Speculation. " Thus, from the

cycle's basic motives three primary themes have been derived,

which are modulated and combined at the end of the exposition sec-

tion, and which become the underlying motivating material and the-

matic substance for the development section to follow.

Such, then, is the process of motivic development by which the

major and minor thematic elements of Four Quartets are ultimately

all derived from the single germ-motive of time.

Essentially, each quartet deals with the basic dilemma of man's

entrapment within the flux of temporal time as Opposed to his striving

for the attainment of spiritual grace in the stillness of eternity, which

he intuitively, but only partially, perceives. But each poem treats

the therrle, and reconciles the ambiguity, from a different viewpoint,

examihing and exploring a varied aspect in both its temporal and

Spiritual implications; each poem is initially stimulated by a meaning-

ful pre sent experience by the poet in a place rich in association with

the historical past, or having some personal or family association,

an ~

d slg‘nificant to the consideration of time. Thus, "Burnt Norton"
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originates with a visit to a rose garden of a country house in Glouces-

tershire once associated with an intensely poignant personal relation-

ship in which some highly desired potential accomplishment or event

was somehow frustrated and failed of consummation; "East Coker"

is prompted by the village of that name in Somersetshire from which

Eliot's ancestors had emigrated to America in the mid— seventeenth

century after having lived there for some two centuries; "The Dry

Salvages" takes its inspiration from a small group of rocks (pre-

sumably Les Trois Sauvages), with a beacon, off the coast of Cape

Ann, Massachusetts, remembered by Eliot from summer holidays

in his childhood; "Little Gidding" finds its motivation in the poet's

meditation in the historic chapel at Little Gidding, Huntingdonshire,

the seat of an Anglican religious community established in 1625 by

Nicholas Ferrar, visited several times by King Charles and subse-

quently desecrated by the Roundheads. Thus, each poem's peculiar

and individual treatment of the basic theme has grown as an organic

development of the primary thematic motives originating in specific

exPfi‘rience; the result is a complete consonance of thematic content

and generating experience. The musical process of motivic develop-

ment has therefore provided for variety of poetic expression through

flexit3i1ity in development of thematic context, while retaining the

ease ntial unity inherent in its method. So, each quartet, while pri-

marily oriented to the basic theme of the cycle, explores within

its movement the different levels of meaning inhering in its secondary
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themes of history, poetry, love, and faith. And so the structure of

each quartet, and the four quartets as a group, grows, inseparable

from its thematic motivation, as a completely integrated and unified

whole .

Thematic Metamorphosis

Thematic metamorphosis, previously mentioned in connection

with motivic development, is closely related to it in the evolution

of thematic material within a musical composition. Metamorphosis

is the modification of a musical subject or motive in order to change

its "personality. " There is a kinship with classical theme and varia—

tion here; however, metamorphosis is a 19th- century device differing

markedly from earlier technical methods of alteration, as in ornamen-

tation of the theme, variation in the accompanying voices, or aug-

mentation or diminution of a fugal subject. Modification in thematic

metamorphosis may be accomplished by transforming one or more

elements, such as rhythmic pattern, melodic contour, or harmonic

Structure, while maintaining sufficient of its basic characteristics to

insure retention of its essential individuality. Applied to transfor-

mation of a motive, the device is illustrated in Strauss' "Death and

Transfiguration" cited earlier, with the alteration of the major third

interval to its parallel minor third, 30 both of which undergo subsequent

\fl A fl

e. g. 30 Parallel keys are major and minor keys with the same tonic,

a C major and C mlnor.
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motivic development. In the following example of thematic metamor-

phosis from Richard Wagner's Siegried, the horn- call Leitmotiv

maintains its melodic contour, but is transposed down two keys and

undergoes a rhythmic alteration:

Example 2

  

 

A.

 

 

Eliot makes use of motivic, as well as thematic, metamorphosis

in flour Quartets. In the third movement of "Burnt Norton, " for in-

Stance, with the shift of locale to the London tube--the "place of

disaffection"--the time past and time future of the abstract specula-

tion in the rose garden become "Time before and time after, " and

men and bits of paper are whirled by the cold wind that blows ". . .

before and after time. "

Similarly, in the same movement, the motive of ". . .dim light:

neither daylight/ . . .Nor darkness . , " ostensibly describing

the London tube but also an implicit metaphor for the unenlightened

human condition, becomes transformed to "Neither plenitude nor

Vacancy . . ."
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Motivic metamorphosis is not limited by Eliot in its span to a

single movement or even poem, but occurs between different poems of

the cycle. Thus, the "dust on a bowl of rose leaves" of "Burnt Norton, "

I--the now-decayed, unrealized potentialities of the past--become s,

in the lyric on the decay of the mortal world in "Little Gidding," II,

the ". .

in the air suspended. " In "East Coker, " IV, the motive appears

.ash the burnt roses leave" on an old man's sleeve, and "Dust

H

as ". . .frigid purgatorial fires/ Of which the flame is roses . . .

It might be logically considered that a further modification of the de-

cayed roses motive occurs in "The Dry Salvages, " II, in "The

silent withering of autumn flowers/ DrOpping their petals and remain-

ing motionless." And the third movement of the same poem finds

another transformation in the ". . .Royal Rose . . . / Of wistful

I'eg’ret . . . / Pressed between yellow leaves of a book that has

never been opened. " In "Little Gidding, " III, it undergoes a further

Change in " . . .an incantation/ To summon the spectre of a Rose, "

With reference to the chemical revival of a flower in metaphorical

allusion to the resurrection of a dead past (and no doubt to the Fokine

ballet as well); then, in the fifth movement of the last quartet, appears

as "The moment of the rose . . . " which is of equal duration with that

Of the yew-tree of immortality. Finally, it recurs in the last line of

the poem and the cycle, now merged with the purgatorial fire of suf-

fering and transformed into Divine Love.

Another basic motive of Four Quartets is that of fire, and a similar
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metamorphosis of fire as the fire of mortal decay, the fire of human

vitality, the fire of apocalyptic destruction, the purgatorial fire of

suffering and hell-fire of damnation, the fire of human self-destruction,

the fire of commitment to action, and the Pentecostal fire of suffering

imposed by Divine Love, could be traced through its continuing trans-

formation in "East Coker," Ia, Ic, Ila, IV, and "Little Gidding, "

Ia, Ic, Ila, IIb, IV, Va, and Vb.

The perception of Eliot's use of recurring motives and themes,

constantly developed and transformed, as the poetic equivalent of

thematic metamorphosis in music leads, I believe, to a substantially

greater insight into the author's method and into the design of Four

@rtets than that provided by the traditional approaches. The

musical analogy reveals the essential organic unity of the poems much

more quickly and much more clearly than the typical view of recur-

rent imagery. Most frequently critics discuss these metamorphosed

31

molives and themes as ornamentation or variation on a basic imagery.

What happens is that they largely tend to treat each modified recurrence

\_

F 31 Helen Gardner, for instance, has stated in connection with

our Quartets, "One is constantly reminded of music by the treat-

ment of images, which recur with constant modifications, from their

context, or from their combination with other recurring images, as

a phrase recurs with modifications in music" (The Art of T.S. Eliot,

£1;(143 ). Miss Gardner is one of the most perceptive of Eliot scholars

She Drone to think in musical terms more than most; here, however,

va .a-ppears to view Eliot's treatment of imagery more as theme and

r1altions, a fundamentally different technique from thematic meta-

mo"1)hosis.
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as a separate image, the focus being on the imagery within its new

context. Each recurrence therefore tends toward a certain isolation

and the unifying connection is lost. Thus, with respect to the metamor-

phosis of the burnt rose imagery just outlined, most critics see pri-

marily the rose symbolism in its variety of age-old symbolic meanings

and are concerned to explicate it in each instance in terms of its .

symbolism as it relates, say, to the Virgin Mary, to sensual and

divine love, as the emblem of the martyr, the emblem of Christ's

love, the emblem of human love becoming divine, and from many other

aspects. One consequence is that the concentration on the specific

traditional imagery and the particular contextual position loses sight

0f other more subtle and less overt transformations-~again losing

much of the unifying thematic continuity. Often, critics discuss the

recurrent symbols or images in terms of allusion to preceding state-

ments or modifications of the imagery; such an approach again tends

to isolate each treatment as a separate statement only loosely related

to What has gone before, and the full impact of the organic inter—

I"’13'-1:J'.onship fails to be realized. This becomes most apparent when

allu sion to imagery in Eliot's poems outside of Four Quartets is intro-

duced, since the organic relationship of the poem cycle then becomes

even more remote.

If, however, this constant transformation of basic motives and

themes throughout Four Quartets is recognized for what it seems to

me ‘10 be--the equivalent of thematic metamorphosis in music--the
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close relationship of the various episodes is immediately apparent and

approach to the meaning is greatly enhanced. Once the essential unity

of certain thematic elements becomes clear, subtle thematic trans-

formations and recombinations are more readily perceived and their

relationship understood. The meaning emerging from the continuously

evolving thematic materials throughout the cycle then becomes con-

stantly expanding and incremental rather than episodic, and the inti—

mate and integrated relationship between movement and movement,

poem and poem, becomes much more thoroughly defined.

In addition to motivic metamorphosis, the metamorphosis of both

Principal and supporting themes is one of the major devices by which

Eliot obtains unity between movements of a quartet and between all

f0111‘ poems of the cycle, as well as a means of achieving the intense

concentration which his philosophical inquiry demands.

In illustration, we may cite the fundamental theme of the apparent

contradiction of temporal time and eternal time. This theme is of

course introduced at the very opening of the cycle in the first move-

ment 0f "Burnt Norton"; and here, as has been discussed, temporal

time is presented in terms of time as progression, involving the dis-

parate aspects of past, present, future, and potential, while eternal

time is comprehended as the simultaneous existence of all finite time

particles in an infinity of concurrent present moments. In the first

Section of the second movement this theme undergoes a transformation

and is presented in terms of the flux of mortal life and the eternal
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pattern of cosmic existence. Time as progression is now seen as

the "dance along the artery" and the "circulation of the lymph, "

whereas eternal time takes the form of the unchanging constancy of

the stars.

In each case the essence of the theme is the relationship of move-

ment and stillness- -both progression and flux imply motion, while

eternity and cosmic pattern connote arrest of motion. And it is pre-

cisely in these terms that the next metamorphosis of the theme takes

form; in the second section of the movement, in what is structurally

a variation of the theme as presented in the first section, reconcilia-

tion is achieved through the union of movement and stillness ". . . at

the still point . . .Where past and future are gathered." Just as

eternity enfolds progression, and the "drift of stars" encompasses

the temporal pattern, the dance now becomes the symbol of recon-

Ciliation "At the still point of the turning world, " which is not fixity,

"01‘ movement from nor towards, nor ascent nor decline.

The entire third movement of "Burnt Norton" is essentially a

transiormation of the same basic theme, whereby the metaphor of

the London tube in the first section presents flux and movement as

empty and purposeless mortal existence, while the stillness of

eterllity is sought through spiritual union in the "world of perpetual

solttllde, " where is the ". . . destitution of all property, / Desiccation

Of the world of sense, / Evacuation of the world of fancy, " and the way

to reconciliation lies ". . . not in movement/ But abstention from
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movement . . ."

In the final movement, a continuing metamorphosis of the theme

produces a contemplation of the poet's struggle to achieve the form

and pattern through which poetic expression may attain a permanent,

independent existence surviving change and carrying universal mean-

ing. This derives from aconsideration of the nature of language:

words move, as does music, in time, reaching, after speech, into

the silence, attempting by the form, the pattern, to reach the still-

ness ". . .as a Chinese jar still/ Moves perpetually in its stillness. "

From this consideration of stillness and movement, partially

seen in the "stillness of the violin, while the note lasts, " emerges

another transformation of the theme in the concept of the co-existence

01' beginning and end--"Or say that the end precedes the beginning, /

And the end and the beginning were always there/ Before the beginning

and after the end. / And all is always now. " While this expression

retains the fundamental characteristics, the essential meaning, of

the theme as it reconciles successive time and infinite time, movement

and stillness, change and permanence, it introduces a related aspect--

the iClea of eternal cyclical recurrence. It is from this that the

fonOVVing poem, "East Coker, " takes its opening motiv --"In my

begillliing is my end"--and its first principal theme of the eternal cycle

Of biIt‘th, growth, and death, experienced by man in his time-bound

c - . . . . . .
outh-inon as fimte and hmited temporal success1on, but seen as con-

tumOllsly and simultaneously existent in eternal time .
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In the closing section of the last movement of "Burnt Norton, "

a further thematic evolution transforms finitude and infinity into desire,

which is movement, "Not in itself desirable," andLove, ". . .itself

unmoving, / Only the cause and end of movement, / Timeless, and

undesiring/ Except in the aspect of time/ Caught in the form of limi-

tation/ Between un—being and being. " In these terms the principal I

theme of Four Quartets is prepared for its ultimate resolution which
 

will only become fully realized in the final section of the last poem of

the cycle and which will in the interim have undergone a continuing

and expanding metamorphosis.

Poetic Counterpoint

Closely related to both motivic development and thematic meta-

morphosis, and vital to the thematic and structural unity of the quar-

tets, is the device, or structural element, of "contrapuntal arrange-

ment of subject matter" of which Eliot spoke in "The Music of Poetry. "

Now, in preceding sections of this paper, counterpoint has occasionally

been mentioned rather obliquely, or referred to in somewhat general

terms. However, any discussion of counterpoint as a specific poetic

equivalent to its musical counterpart requires more exact definition

of just what is intended. The term "counterpoint" seems to admit of

flexible interpretation among Eliot scholars and has been applied in

various ways, often with little regard for its precise musical defini-

tion. A counterpoint of themes based on manifold levels of meaning of
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words, phrases, images, symbols, and even of literary allusion has

been proposed. 32 The symbolism of the four elements-~air, earth,

fire, and water--which runs throughout Four Quartets is sometimes
 

considered to provide a type of counterpoint in the simultaneous expres-

sion of manifold levels of meaning and imagery; similarly, the multiple

levels of interpretation inhering in the literal, tropological, allegorical,

and anagogical modes are posited as functioning contrapuntally within

the cycle. Approaches such as these, however, are somewhat remote

from the more literal musically-analogous counterpoint obtained

through syntax and prosody which I am proposing, and will not be pur-

sued here.

This subject of poetic counterpoint presents certain complexities

not involved in the other aspects of structure so far discussed. Now,

counterpoint literally means "point against point" and refers in music

to the simultaneous movement of two or more independent melodic

lines, or voices ("voice" being used in its general musical context

referring to a vocal or instrumental line). 33 Therefore a literal

counterpoint is patently impossible in a poem designed to be read or

 

2 For instance, see Grover Smith, Op. cit. , pp. 253-254.

33 The Harvard Dictionary of Music, defining counterpoint,

states, "The term--derived from L. punctus contrapunctum (note

against note or, properly interpreted, succession of notes against

succession of notes, i. e. , melody against melody)--means the com-

bination into a single musical fabric of lines or parts which have

distinctive melodic significance" (p. 189).
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spoken by a single individual. At the same time, any poetic construc-

tion of multiple voices intended to be read simultaneously by several

speakers would be obviously impractical due to the limitations of aural

assimilation. 34 Nevertheless, by an adroit technique and an amazing

 

34 Reid MacCallum has considered certain implications of this

matter in the essay "Time Lost and Regained" in the book Imitation and

Design and Other Essays, edited by William Blissett (TorontoTUniver-

sity of Toronto Press, 1953):

 

 

Mr. Eliot is very exact in his language. When he calls

his latest book of poems Four Quartets that is what he

means. Now a quartet in music requires four instruments

sounding together; in poetry, of course, only one line of

sound at a time can be voiced. If these are called quartets,

and not four solos, then, it means that they are not to be

taken as four separate poems; as thought and memory may,-

they are to be held together in the mind in wholeness.

But then you should have one quartet resulting: one instru-

ment to each poem--say first and second violin, viola,

'cello, each successively playing its part unaccompanied,

but collected in the mind. If it is four quartets and not

four solos or one quartet, the conclusion, which is alarm-

ing, is that as you read each in turn, "Burnt Norton, "

"East Coker, " "The Dry Salvages, " and "Little Gidding, "

the three that you are not reading must be sounding in

your mind at the same time, and sounding very nearly fully,

to a unique and different result in each. A complexity

faces us which calls for an almost unbelievable effort of

concentration: these poems could not be read as quartets

on the first reading; on the fifth, perhaps they might for

the first time be so read (p. 132).

 

While MacCallum's speculations are interesting, he does seem to

belabour the implications of the title unnecessarily. There seems to be

no reason not to accept Eliot's title literally as denoting each of the four

poems a separate "quartet. " Since Eliot originally considered naming

the four poems the South Kensington Quartets, there would seem to be

little question of his intent. In the light of all available evidence, or lack

of it, it seems most logical to consider that the poet was concerned pri-

marily with the quartet in its general structural genre, and not attempt-

ing a literal equivalent of the quartet as an instrumental ensemble.
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facility in handling the line, Eliot is able to approach the condition

of musical counterpoint and to create the impression of simultaneously-

moving poetic voices.

This construction may be found in some of his earlier works. Part

V of The Hollow Men, for instance, provides a salient example: the
 

first and last stanzas comprise the first voice; the second, third, and

fourth stanzas make up the second voice; and the three lines of broken

prayer following the second, third, and fourth stanzas respectively

are that of the third voice. Here the counterpointing effect is accom-

plished mainly by contrast--contrast of rhythm, mood, and idea; the

two stanzas of the first voice--the first, the parody of "Here We Go

'Round the Mulberry Bush, " and the last, the grotesque parody of

the parody--have a lilting, regular, immediately recognizable rhythm.

The second voice, with its two- stress line and its agonized mood,

provides an immediate and violent contrast, from which the effect of

the new and separate voice derives. Similarly, the yet different con-

trast of the snatches of prayer produces the effect of a third, entirely

new, voice, and their brief interposition between stanzas of the second

voice creates the suggestion of almost simultaneous movement. The

brief broken fifth stanza, by its position and its content, seems to

suggest a merging of the second and third voices in unison. 35

 

35 A strikingly similar, though much more extended, applica-

tion of this same technique (which could very well have been directly

inSpired by Eliot's work) may be found in Act III--The Exorcism--of

Edward Albee's play Who's Afraid of Virginia Woolf? During the cli-
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That this is Eliot's intention is emphasized by his mechanical lay-

out of the verse; the first voice is differentiated by appearing in italics,

the second being in regular Roman, while the third voice is set apart

through its italicization combined with its position on the page, begin-

ning at the center and running to the right margin. Such an observa-

tion, however, should be quickly supplemented by pointing out that the

graphic aspects are no more than gratuitous hints to the reader; the

contrapuntal effect does not depend on them, and lies entirely in the

verbal poetic elements. Eliot was a poet thoroughly immersed in

the oral tradition. Mechanical arrangement and visual elements

involved in transferring the poetry to the printed page surely are for

him merely means to the end of more adequately conveying the oral

‘ intent; their function is annotational and serves the same basic pur-

pose as the notative devices of music, with its staves, notes, rests,

and other qualitative and quantitative symbols and expression markings.

In order to more clearly illustrate Eliot's contrapuntal voicing in

this episode, I am including a presentation of the fifth section of The

 

mactic episode in which George destroys the imaginary son, he intones

excerpts from the Requiem Mass, interposing snatches of the liturgy

between lines of the other characters, thus giving the effect of a poetic

counterpointing of lines. An actual counterpointing occurs when he

delivers the whole of the "Libera me, Domine" simultaneously against

an agonized lament by Martha. The rhetorical counterpoint is en-

hanced not only by the lingual contrast of Latin against English, but

also by the basic thematic contrast of Martha's pleading for the life

of their "son" while George irrevocably establishes his death with the

Mass for the Dead.
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Hollow Men, with the voice entries indicated, as Appendix D.
 

The poetic effect of contrapuntal voices derived from contrast

may also be seen throughout The WastefLang. For example, in "The
 

Burial of the Dead, " the quotation from Wagner's Tristan und Isolde
 

provides the feeling of a concurrently moving voice by its interpolation

between lines of the Tiresian narrator and the reproach of the hyacinth

girl; the individuality of the voice lies in the rhythmic contrast of its

two- stress lines opposed to the four- stress voice in which it is em-

bedded, and in the contrast of the German against English. The effect

is reinforced by the return of the voice at the end of the strophe with

an additional line from the Wagner excerp --"Oed' und leer das Meer. "
 

In the final section of "A Game of Chess" a neat contrapuntal voicing

is achieved by sandwiching the cryptic and insistent call of the pro-

prietor, announcing closing time for the pub-~"HURRY UP PLEASE

ITS TIME"--not only between lines of the dialogue between May and

Lil, but as interruption between clauses within the narration of May.

The frequent recurrence of the line throughout the pub scene further

enhances the contrapuntal impression.

It may be seen that in the above examples, while it is primarily

the element of contrast which imparts the contrapuntal sense, another A

important feature is the restatement of themes; this element of recur-

rence is fundamental to establishing the feeling of unity within a voice,

identifying it as a separate voice, or theme, and inducing the sensa-

tion of concurrent movement by its continued re- combination
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with other voices, or themes. In the last section of The Hollow Men,
 

the first voice is restated in terms of formal stanza construction and

rhythm; the second voice utilizes syntactic repetition and thematic

repetition in variation as well; and the third voice has a literal re-

statement. In the pub scene from The Waste Land each re-entrance
 

is a literal restatement.

Now, in classical counterpoint, restatement of a theme, not only

within a single voice, but as imitation at an interval by one or more

other voices, is basic to the contrapuntal structure. Thus, in the

fugue-~whether the strict scholastic fugue or the later free fugue--

both the subject and countersubject appear in alternate voices, in

the dominant or sub—dominant key but otherwise identical, and of

course entering in imitation subsequent to the entry in the originating

voice. Thematic contrast exists between subject and countersubject,

and both contrast and unity are imposed by thematic imitation and re-

entrance in different voices.

There is no evidence that Eliot was concerned with a literal

imitation of classical counterpoint as form; no such direct analogies

can be made in any of his work. His interest rather lay in counter-

point as style, and in the concentration and particular effects which

could be achieved by a general poetic equivalent of combined and con-

currently moving voices. We have previously discussed the remark-

able contrapuntal effects of "Rhapsody on a Windy Night, " which prob-

ably represents Eliot's closest approximation of a formal contrapuntal
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structure. In that poem the counterpointing lies in the patterned

re-entrance and contextual integration in succeeding sections of

several contrasting themes.

The first four sections of The Hollow Men utilize a contrapuntal
 

treatment much less formally structured than that of "Rhapsody on

a Windy Nigh , " one which depends more on restatement and recom-

bining of motives than on cOntrast, and is considerably less obvious t

and more subtly interwoven into the verse than that of the poem's

own fifth section. In this respect it moves a long way from the tech-

nique of the earlier poetry and points closely toward Four Quartets.
 

Here it appears more as a counterpointing of motives, since The

Hollow Men seems to be composed of a series of brief, fragmented
 

hints, symbols, and ideas, ostensibly disjunct and ambiguous, but

achieving unity through mood, diction, rhythm, and structure, the

latter determined in no small part by the contrapuntal re-entrance

of motives. Section I serves primarily to introduce motivic images:

"the hollow men . . .the stuffed men, " the image of the scarecrow

with straw-filled headpiece, the "dried voices" whispering together,

the "wind in dry grass, " rats' feet running over broken glass in the

dry cellar; finally, "death's other Kingdom" and the "direct eyes"

of those who have crossed over to it. The section ends with the first

reappearance of a motive--". . . the hollow men/ The stuffed men"--

coming back almost as a brief recapitulation.

Section II Opens with a recurrence of the "eyes" image, now
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coupled with a new motive of "dreams"--"Eyes I dare not meet in

dreams"--followed immediately by "In death's dream kingdom, "

which unites the new dream motive with the previously- stated, but

now slightly-altered "death's other Kingdom" (and modulated from

the Kingdom of salvation and grace to the dream kingdom where the

eyes are but memory). Two lines later the eyes are re-introduced,

identified metaphorically in a new image as "Sunlight on a broken

column. " After statement of another motive, "a tree swinging, "

two more motives from the first section, voices and the wind, return

in intimate juxtaposition with a new motive, a star--"And voices

are/ In the wind's singing/ More distant and more solemn/ Than a

fading star. " In the following stanza "death's dream kingdom" reappears,

followed by a return of the rats' feet now altered to "Rat's coat"

coupled with images of "crowskin" and "crossed staves"-‘-the "delib-

erate disguises" worn by the hollow men, which now make explicit

the implied scarecrow of the first section. Then a "field" image is

integrated with a return of the wind motive. The final brief stanza

brings back the kingdom motive now modulated to "twilight kingdom"--

the purgatorial kingdom of actual death.

In the third section the "dead land . . . cactus land" expresses

motivically the environment already described (and the cactus may

very well be a motivic transformation of the swinging tree); new

thematic fragments introduce "stone images" which receive the

"supplication of a dead man's hand, " linking them with restatement
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of a previous image, the fading star, in "the twinkle of a fading star."

The next stanza re-introduces the principal motive of "death's other

kingdom, " after which the lines "Lips that would kiss/ Form prayers

to broken stone" effect a merging and counterpointing of two previous

images, the broken column and the stone images.

Section IV begins with'a restatement, in two succeeding lines,

of the "eyes" motive; then a re-entrance of the star image, now

modulated as "dying stars, " is related to a new motive of "this

valley, " which is itself immediately restated in the next line as "this

hollow valley, " thus incorporating the "hollow" motive in a closely-

coupled counterpoint. The last line of the stanza--"This broken jaw

of our lost kingdoms"--recalls the broken column and stone motives,

thus combining several motivic elements in a seeming simultaneous

movemen ; "jaw" relates both to the whispering together of the first

section and the prayer-forming lips of the third; and the reappearance

of the kingdoms is again in an altered form. In the second stanza,

"This last of meeting places," where the hollow men " . . .grope

together/ And avoid speech, " recalls their meeting in the field, the

dead cactus land, the hollow valley, where they whisper together and

where a broken jaw makes speech difficult or impossible. Multiple

restatement in the final stanza finds the eyes reappearing as the

"perpetual star, " now metaphorically transformed to "Multifoliate

rOse" of "death's twilight kingdom, " which is the hope only of "empty

men. 7'
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The Hollow Men is usually felt to depend for its coherent and
 

satisfactory explication on a multiplicity of external sources, including

various other poetry of Eliot himself, Conrad's Heart of Darkness,

works of Kipling, James Thomson, Shakespeare, Paul Valé'ry, Yeats,

Frazer's The Golden Bough, Dante's Purgatorio and Paradiso, Jung,
  

the Grail legends, Pope's Dunciad, Aristotelian dialectic, Hindu

mythology and metaphysics, British history, and sundry other mater-

ials. It would be foolish to maintain that an exhaustive analysis and

thorough investigation of all allusions and ramifications of thought

and idea could be made without research into external sources; at

the same time, however, it may be seen that without any outside

reference whatever the poem possesses a tremendous textual and

structural unity. It is a unity attained by a beautifully adept tech-

nique of poetic counterpointing which achieves a tight integration of

thematic materials and a closely-knit textual fabric through the use

of the poetic counterpart of musical counterpoint. And the devices

which Eliot uses to achieve his poetic counterpoint are directly anal-

0gous to those of music: the statement and restatement of principal

and seconchry subjects, imitative re-entrance, thematic contrast,

motivic transformation, and the combining and juxtaposition of motives

and themes.

The contrapuntal construction which invests the poetic texture

Of Four Quartets represents a refinement and an extension of the
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techniques used in the first four sections of The Hollow Men. In the
 

quartet cycle there is nothing quite as literal or obvious as the distinctly-

defined separate moving voices of Section V of The Hollow Men; in
 

fact, the counterpointing in Four Quartets becomes primarily one of
 

thematic materials rather than disparate voices. The element of

contrast, essential to a differentiation of voices, is greatly minimized

in the counterpoint, and in Four Quartets the contrasts are embodied
 

in much broader structural units where they are more properly

analogous to other musical devices. Such contrasts as are obtained,

for instance, by the juxtaposition of the highly poetic, lyric section

and the following prosaic, colloquial section of the second movement

of each quartet correspond to the handling of a theme in different keys,

such as tonic and dominant, or possibly more appropriately, in a

major and minor key; or even as the handling of the theme by different

groups of instruments. In fact we have already analyzed these second

movements as essentially theme and variations, and it will be recalled

that Eliot himself, in "The Music of Poetry, " talked of "the possibil-

ities for verse which bear some analogy to the development of a theme

by different groups of instruments. " In any event, the contrast exists

as one of structural form, between sections, and in other cases

between movements. The counterpOinting which Eliot has developed

in Four Quartets is of a much subtler nature, and more complex even
 

than that in the first four sections of The Hollow Men since it involves
 

Whole thematic sequences as well as motives and thematic fragments.
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In sum, it rests on the basic elements of motivic development, the-

matic metamorphosis, and thematic imitation and restatement, and

results from a skillful rearrangement, integration, and interweaving

of thematic material.

A complete and detailed analysis of the contrapuntal structure

of Four Quartets would be, a monumental task beyond the sc0pe of

this study; however, an examinationgof some characteristic sections

of the cycle should provide salient and more than adequate illustration

of the poet's technique and the importance of poetic counterpoint as

a fundamental element of the poetry.

The first movement of "Burnt Norton" opens with a statement

of time as progression--"Time present and time past/ Are both per-

haps present in time future, / And time future contained in time past. "

Following statements of time as eternal and as potential (the second

and third themes), the potential and actual are stated to result in the

present moment--"What might have been and what has been/ Point to

one end, which is always present." Thus the last statement has

evolved as an interaction and integration of the three basic themes;

its component motives of what might have been, what has been, and

the eternally present posited as implicit future in past and potential,

bring together in intimate counterpoint the "what might have been"

as "perpetual possibility" of the third theme, the accomplished event

implicit in time and the time past of the opening theme, the future of

the opening theme, and the eternal present of theme two. The three
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primary themes are essentially contrasting, yet unity results from

their contrapuntal integration.

After the development of these themes through the experience in

the rose garden, a short transitional passage leads back to the recapit-

ulation which states that "Time past and time future/ .What might

have been and what has been/ Point to one end, which is always

present." Here there has occurred a combining and synthesis of

themes previously separated--in other words, a counterpointing, or

simultaneous restatement of themes.

In the second movement, past, present, and future time continue

to be woven into the discourse on the relation of stillness and move-

ment; thus there is a counterpointing of already existing themes with

a newly-introduced idea (which has, as we have previously discussed,

evolved from the essential theme through a metamorphic process).

The motive of the dance, first stated in the opening section of the

movement, is brought back and elaborated in juxtaposition with the

development of the stillness and movement theme.

In the second section of the movement appears a statement of

man's inability to endure the full revelation of reality; this recalls

a theme initially introduced in the first movement during the episode

in the rose garden, when "Go, go, go, said the bird; human kind/

Cannot bear very much reality. " Now, however, it is counterpointed

with the recurring theme of past and future time, as well as that of

movement and change--"Yet the enchainment of past and future/
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Woven in the weakness of the changing body, / Protects mankind from

heaven and damnation/ Which flesh cannot endure." Then, in the final

lines, with the re-introduction of the moment in the rose garden from

the first movement, there occurs a synthesis, an integration of the

basic themes of both movements, effected through a magnificent counter-

pointing:

Time past and time future

Allow but a little consciousness.

To be conscious is not to be in time

But only in time can the moment in the rose-garden,

The moment in the arbour where the rain beat,

The moment in the draughty church at smokefall

Be remembered; involved with past and future.

Only through time time is conquered.

The final section of the last movement of the poem is composed

almost entirely of themes and motives previously introduced, now

compacted by an adroit counterpointing into a summation of the basic

themes of the entire poem. "The detail of the pattern is movement"

restates and integrates the basic motive of movement 11 and the pattern

idea first stated in II and developed in the first section of V in the con-

sideration of the form and pattern of music and words. The figure

of the ten stairs introduces a new motive which, however, coming from

St. John of the Cross, recalls the descent into the Dark Night of the

Soul in the third movement. Then the statement of desire as move-

ment brings back the theme of "freedom from practical desire" orig-

inally counterpointed with stillness and movement in II, and presented
‘
L
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in metamorphosed form in III as "Desiccation of the world of sense, /

Evacuation of the world of fancy, " and "abstention from movement. "

The subsequent introduction of Love as unmoving, as the "cause

and end of movement, " and as timeless and undesiring, while pre-

senting a new, or at least metamorphosed, theme, does effect a

restatement of idea through the parallel of the incongruity of desire

and Love with that, in the preceding section, of words and the Word--

words representing the medium by which the poet desires to attain

the stillness through movement in pattern, and the Word in the desert,

the Logos, being Divine Love. This is thematic restatement and contra-

puntal movement of a highly sophisticated order; and while it does

approach the counterpointing of manifold levels of meaning which were

stated to be outside the scope of this study, it retains a firm footing

in syntactic construction. Similarly, the aspect of time "Caught in

the form of limitation/ Between un-being and being" restates the

condition of suspension between new world and old in "partial ecstasy"

and "partial horror" in movement II, as well as the "World not world,

but that which is not world" of the Dark Night in the third movement.

There follows then in close contrapuntal restatement a gathering of

several images from the first movement--the shaft of sunlight, the

moving dust, the hidden laughter of the children in the foliage--all

combining to reaffirm the continuing and eternal existence of the

unrealized past potential. Finally, with its implicit return in the

quotation "Quick now, here, now, always--, " the bird again performs
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its transitional function in a return to the absurd world of temporal

time incorporating motives from the third, and first section of the

fifth, movements--"Ridiculous the waste sad time/ Stretching before

and after. "

In succeeding poems of the cycle, the counterpointing of restated

motive and themes against metamorphosed themes and newly-introduced

thematic material frequently tends to acquire a multiple, or cumula-

tive, emphasis through repetition and continuing development of basic

themes. This is particularly true, as may be seen from the fore-

going discussion, in the final movements, which recapitulate the essen-

tial ideas and resolve the apparent ambiguities of their respective

poems. The culmination occurs in the fifth movement of "Little

Gidding, " the final movement of the cycle, through the counterpointing

of all primary themes of the four poems in explicit restatement from

every poem and from most movements of each poem. Poetic counter-

point thus becomes the vehicle for a synthesis of all thematic content

embodied in symbol, image, idea, and meaning: the significance of

the endless cycle of human existence, where every moment is death

and rebirth and reconciliation is achieved in the totality of stillness;

the meaning and function of poetry where, as in the eternal cycle,

the beginning is the end and to make an end is to make a beginning

and the poet finds the meaning of his calling and the significance of

his existence in both creating and being an epitaph to the past; our

communion with the dead, with whom we become reunited in both
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death and rebirth; the realization of the coexistence of life and death

in each moment; the knowledge that history may redeem a people

from time, since history is a pattern of timeless moments--the

reconciliation, again, of temporal and eternal time--so that history

is always now and every moment; the necessity, therefore, of

commitment to action in every present moment; and finally, the

realization that all existence is an emanating from and returning

to God, in whom exists the immaculate eternal potential--realized

and made manifest in the Incarnation--and with whom, through detach-

ment and complete acceptance of the suffering and conditions of this

life, man may be ultimately reconciled in spiritual union.

With the conclusion of this terminal movement it becomes un-

mistakably clear that--regardless of the fact that Eliot had not

envisioned the complete cycle when he wrote "Burnt Norton"--§_o_ur

Quartets is truly cyclical in structure. Grover Smith notes that

"The 'end' of the Quartets is implicit in the first movement of 'Burnt

Norton' just as it is explicit in this conclusion toward which the

poetry has all pointed as toward its final cause. "36 We might also

proceed logically from this final movement of "Little Gidding" to

the opening of "Burnt Norton" and find the beginning of the cycle

37
implicit in its final resolution. It should come as no surprise,

 

36 02. cit., p. 294.

37 In this respect Four Quartets bears a certain similarity

to the ancient Chinese poems written in the revolving order, which

 



96

in fact, considering the amazing consonance of substantive content

and structural form of the Quartets, to find that the beginning and the

end are coincident and indistinguishable; the final and ultimate recon-

ciliation achieved in its conclusion in effect comprises the unified

and undifferentiated concept of time and existence from which the

basic motives which initiated the cycle were derived and which gave

rise to their germination. Thus, the cyclical nature of Four Quartets
 

is generated by an organic process, closely parallel to that of music,

and its total thematic construction largely inheres in the application

of poetic techniques which are closely analogous to the musical devices

of motivic development, thematic metamorphosis, and linear counter-

point.

 

may be read cyclically. The Hué‘i-w’én—t'ii, or the revolving chart,

a love poem by Lady Su Huei of the Chin Dynasty (265-419), is com-

posed of eight hundred characters which may be read from different

ends in different directions and so form numerous poems, four hun-

dred having already been found, some very long and some short.

The Ch'ien—tzu-w’en, or thousand- character literature, by Chou Hsing-

ssii (fifth century A.D. ), made of a thousand different characters,

was a collection of stone inscriptions left by the master calligrapher

Wang Hsi- chih; originally loose characters with no order and no con-

nection, they were arranged and rhymed as a perfect poem by Chou

Hsing- ssfi, and later have been made into poems by ten or more

authors. ,(Cited by Kiang Kang-Hu in the Introduction to The Jade

Mountain: A Chinese Anthology, Being Three Hundred Poems of the

Tang Dynasty 618-906, translated by Witter Bynner from the texts

of Kiang Kang-Hu (New York: Alfred A. Knopf, 1939), p. xxxvi.)

 

 





CHAPTER IV -

ASPECTS OF T.S. ELIOT'S RHYTHM

As he stated in the passage from "The Music of Poetry" quoted '

previously, T.S. Eliot considered that in addition to structure, the

musical property which most concerns the poet is that of rhythm.

While he does not offer any precise definitions, it is clear that Eliot

considered rhythm on at least two different structural levels; his con-

cept embraced not only the rhythm of the line in reSpect to metre,

stress, and tempo, but the much more comprehensive aspect of an

overall rhythm of the entire work. "The music of verse," he said,

"is not a line by line matter, but a question of the whole poem. "38

This aspect of rhythm is closely related to structure for Eliot. Thus,

the alternation of contrasting sections, which has been discussed

in connection with structural elements, is also a constituent of the

poem's total rhythmic pattern. It will be recalled that in "The Music

of Poetry" he stated that "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

 

38 Op. cit., p. 30.
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of the whole." We have previously noted Eliot's citation, in his essay

"Poetry and Drama, " of the opening scene ofMt as a masterpiece

of rhythmic construction, and his analysis of its alternations of rhythms

as they develop an overall musical design which reinforces, and is one

with, the dramatic movement.

Four Quartets reveals a rhythmic structure coinciding closely
 

with its formal structure; this becomes most fully apparent when

the four poems are studied together, and may be seen to exist on

several levels of structural organization. Considering all four

quartets as a group, a fairly rigid pattern of rhythmic alternation

existing between the individual movements of each poem imposes an

overall rhythmic pattern on the total work. Essentially this derives

from the repetition of the pattern with each succeeding poem, serving

to reinforce and intensify the rhythmic effect. On this level the

rhythmic construction serves to impart a unity to the four-poem cycle.

Another level exists within each poem individually and consists of the

rhythmic contrast between the movements. On a further level there

is the pattern within the movements resulting from the alternation

and contrast of the rhythms of the sections within each movement,

generally coincident with the musical form. To analyze the pattern

of rhythmic changes and contrast would be largely to duplicate the

discussion of structure already presented, and herein lies evidence

of the integration of rhythm and structure which Eliot achieved. Thus,

for example, in the second movement of each poem, which, as we have
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discussed, is structurally binary in form, the first section is in a

highly lyrical and traditional metrical form (irregularly- rhyming,

sharply four- stressed, generally octosyllabic lines in "Burnt Norton"

and "East Coker, " a modified sestina in "The Dry Salvages, " and

regularly- rhyming eight- line stanzas in "Little Gidding") paralleling

the poetic lyricism of the passage. In each case the metre and

tempo induce a feeling of urgency and movement in the verse, appro-

priate to the mood of restless inquiry accompanying the question or

paradox which this section poses. In the contrasting second section

there is a completely altered rhythmic structure; regular metre and

rhyme are here dropped entirely and the verse is highly prosaic in

movement and rhythm, compatible with the conversational, discursive

mood and colloquial treatment of the subject in this section. The

second section in "Little Gidding" does depart somewhat from this

pattern, since there is a fairly regular rhythm in the four-stressed

line. Nevertheless, the total metrical structure of the line presents

a marked contrast with that of the first section, and despite the four-

stressed line, a narrative, conversational mood is maintained.

Similarly, the brief transitional fourth movement of each poem,

in its rapidly-moving, sharply rhythmic four- stress line (and the

regular stanzaic form in the last three quartets), provides a rhythmic

contrast with the slower, more involved rhythms of the closing section

of the introspective and meditational third movement, and the irregular

prosaic rhythm of the colloquial, conversational opening section of the
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final movement.

Rhythm and structure, then, may be seen to be integral and insep-

arable in Four Quartets, and in its more comprehensive aSpect rhythm
 

is a basic element of the total pattern of the whole work.

(The pattern of rhythmic change and contrast within each move-

ment and poem, and in the cycle as a whole, may be viewed most

easily in graphic form; to this end a tabulation of metrical modes and

rhythmic structure in Four Quartets has been included as Appendix E.
 

If one compares this tabulation with the diagram on the structural form

of the Quartets he will readily appreciate the consonance of pattern in

form and rhythm.)

Eliot's conception of the other structural level of rhythm, the

metrical aspects of the line as opposed to the total rhythmic struc-

ture of the work, was in much larger terms than those of a mere pedan-

tic concern with scansion and a sterile preoccupation with foot and

syllable. He in fact regarded the rules of scansion as an after-the-fact

development, useful for the study and analysis of dead languages, but

of little application in the poetry of a living tongue. "A study of anat-

omy will not teach you how to make a hen lay eggs, " he said in dis-

cussing the analytical study of metric and versification. 39 Eliot

differentiated between "verse" and "poetry" and ascribed to poetry

musical qualities lacking in verse considered merely in its formal

 

39 "The Music of Poetry, " op. cit., p. 19.
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aspects. Discussing the poems of Rudyard Kipling in an es 3ay included

in the edition of Kipling's verse selected by Eliot, he has elaborated

on the subject:

The late poems like the late stories with which they belong,

are sometimes more obscure, because they are trying to express

something more difficult than the early poems. They are the

poems of a wiser and more mature writer. But they do not show

any movement from 'verse' to 'poetry': they are ju 5t as instru-

mental as the early work, but now instruments for a matured

purpose.

Kipling could handle, from the beginning to the end, a consi-

derable variety of metres and stanza forms with perfect confi-

dence; he introduces remarkable variations of his own; but as

a poet he does not revolutionize. He is not one of those writers

of whom one can say, that the form of English poetry will always

be different from what it would have been if they had not written.

What fundamentally differentiates his 'verse' from his 'poetry'

is the subordination of musical interest. Many of the poems give,

indeed, judged by the ear, an impression of the mood, some are

distinctly onomatopoeic: but there is a harmonics of poetry which

is not merely beyond their range--it would interfere with the inten-

tion. It is possible to argue exceptions; but I am speaking of his

work as a whole, and I maintain that without understanding the pur-

pose which animates his veise as a whole, one is not prepared to

understand the exceptions. 0

Essentially Eliot believed that the proper language of poetry is

that of -.peech (which may of course be highly lyrical, or musical),

and that therefore the poetry of any age must reflect the colloquial

speech idiom of the people. ."I believe, " he said, "that any language,

so long as it remains the same language, imposes its laws and restric-

tions and permits its own license, dictates its own speech rhythms

 

40 A Choice of Kipling's Verse, Made by T.S. Eliot, With an

Essay on RudyardTipling (Garden City, N.Y. : Doubleday & Company,

Inc., 1962), p. 38.
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and sound patterns. "41 Since language is not static, but continually

changing, the tendency is for poetry to lag behind the change in collo-

quial idiom. Therefore, according to Eliot, "the task of the poet will

differ, not only according to his personal constitution, but according

to the period in which he finds him self. At some periods, the task is

to explore the musical possibilities of an established convention of the

relation of the idiom of verse to that of speech; at other periods,

the task is to catch up with the changes in colloquial speech, which

are fundamentally changes in thought and sensibility. "42 Eliot felt

that Shakespeare, in his lifetime, carried out the task of two poets

and accomplished both functions. He divided the development of

Shakespeare's verse into two periods.

During the first, he was slowly adapting his form to colloquial

speech: so that by the time he wrote Antony and Cleopatra he

had devised a medium in which everything that any dramatic charac-

ter might have to say, whether high or low, 'poetical' or 'prosaic, '

could be said with naturalness and beauty. Having got to this

point, he began to elaborate. The first period-70f the poet who

began with Venus and Adonis, but who had already, in Love's

Labour's Lostfbegun to see what he had to do--is from artif'1' cial-

ity to simplicity, from stiffness to suppleness. The later plays

move from simplicity towards elaboration. The late Shakespeare

is occupied with the other task of the poet-~that of experimenting

to see how elaborate, how complicated, the music could be made

without losing touch with colloquial speech altogether, and without

his characters ceasing to be human beings. This is the poet of

gymbeline, The Winter's Tale, Pericles, and The Tempest. 43

 

 

 

   

 

41 "The Music of Poetry," op. cit., p- 31-'

42 Ibid., p. 28.

43 Ibid., p. 29.
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Whether or not Eliot equated his own deve10pment with that of

ShakeSpeare is intriguing to consider; no one, apparently, has sug-

gested that he did. Nevertheless, a very similar, and somewhat

more obvious, pattern may be seen throughout the course of Eliot's

own works. In the poetry of his early period he was searching for a

new poetic language idiom, representative of its time, one which

would grasp the colloquial speech of the age and thereby be capable

of communicating the poet's ideas not just to a sophisticated audience

but also to the man in the street and the reader of the daily newspaper.

This was Eliot's period of exploration--even of revolution--and one

of the principal elements of his poetic language was that of rhythm.

Rhythmic Elements and the Earlier Experiments

"A poet's individuality is most deeply felt in the rhythms of his

verse, " Helen Gardner said in her Byron Foundation Lecture on

Eliot;44 and it is most certainly true that Eliot's bold experiments

with new and vivid rhythmic patterns marked one of the distinctive

aspects of his early poetry. Underlying the poet's highly individual

rhythmic motivation, at least two factors may be found at work:

Eliot's acute aural sensibility, which was extremely susceptible to

the sounds and rhythmic stimulations of his environment; and his

 

44 Helen Gardner, T.S. Eliot and the English Poetic Tradition,

the thirty-sixth Byron Foundation Lecture, University of Nottingham,

October 22, 1965, p. 13.
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youthful orientation in an age and a place which were teeming with a

variety of sounds and rhythms brought into being both by new social

forces and by the steadily increasing technological advance of the indus-

trial age. While for Eliot this is manifested as essentially a twentieth-

century phenomenon, its roots go back deep into the nineteenth century.

The transformation of man's environment resulting from the indus-

trial revolution seems clearly to have had an explicit effect on the

aural sensibility of man in general and on the auditory imagination

of poets and writers in particular, and MissGardner is right when

she observes, "It is difficult not to feel that there is some connexion

between the alteration of the whole tempo and rhythm of life in the

nineteenth century and the extraordinary metrical inventiveness of

nineteenth- century poets. "45 This metrical invention appears pri-

marily in the shorter poems of the period and is particularly apparent

in the lyrical verse of Victorian poetry. Browning was especially

notable in this respect, as illustrated in such a poem as "Christmas

Eve," where he anticipated Eliot in observing that a rhythm can give

birth to a "tune" in a poet's head:

A tune was born in my head last week,

Out of the thump-thump and shriek- shriek

Of the train, as I came by it, up from Manchester;

And when, next week, I take it back again,

My head will sing to the engine's clack again,

While it only makes my neighbor's haunches stir,

--Finding no dormant musical sprout

In him, as in me, to be jolted out. (IV)

 

45 Ibid., p. 14.
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Pointing out that nineteenth- century poetry is rich in what Eliot,

in a broadcast talk, called " 'thumpers', poems with an insistent,

often mechanically repeating beat, " and that Eliot himself, in this

talk, confessed that such poems ran in his head, although they were

not necessarily very good poems or poems that he would call his

favorites, but poems that came to his mind when waiting for a train

or in the dentist's waiting- room, Miss Gardner cites Browning:

Such a masterpiece as Browning's 'Up at a Villa--Do.vn in

the City', with its

Bang, whang, whang goes the drum,

tootle-te-tootlejtie fife;

No keeping one's haunches still: it's

the greatest pleasure in life,

 

 

is a poem born out of the sounds of the city, though here they

are the sounds of a pre-industrial age: the diligence rattling

in to the sound of 'the blessed church-bells', Pulcinello's

trumpet in the market place, and the little band that follows

the procession of our Lady, and that gave, one suspects, the

'tune' out of which the poem was born. But such aural sensi-

tiveness, though here aroused by older sounds, is surely

connected with the constant assaults of modern life upon our

ears. I have the impression that nineteenth century poets at

their most natural, when they have not cast their singing robes

about them and are writing con amore, tend far more than poets

of earlier ages to triple rhythms, that is to a rhythm that is

nearer to the 'e ine's clack-again' than to the 'clop— clop' of

men and horses. 6

 

 

4'6 Ibid. Although the lines "And when, next week, I take it

back again,7 My head will sing to the engine's clack again" are

ostensibly in iambic pentameter, Miss Gardner's reference to triple

metre and her insertion of the hyphen in "clack-a ain" indicates

that she is reading the lines in dactylic feet-~"e’ h’e's cla’ck-aga'in";

this would seem clearly to be Browning's intent (the three preceding

lines have of course established a four- stress pattern). The equiva-

lent musical notation of the latter line would be:



 

HOE O

mack
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Certainly Eliot' 5 line of inheritance is clear.

In his early years Eliot's aural environment would have included

not only the train, but numerous other steam-driven vehicles and

machines, a multiplicity of mechanical, electrical, and pneumatic

JJ“ J JJJJJ NJ
My head will sing to the en-gine 's clack-a-gain

 

or, more properly, since the anacrusis necessary for normal stress

cannot rhythmically follow the ending dactyl of the preceding line:

J.J...w... 54,4. J..JJ, J U
clack-a- gain

(The advantages often inherent in using musical notation to convey poetic

rhymes would seem to be illustrated here. The traditional metrical foot

stress marking is frequently inadequate, as is evident in the case of the

word "engine's" in this line: syllabically there are only two parts to the

foot, but the first syllable, as I read it, has twice the value, quantita-

tivel of the second; in traditional marking it would appear as a trochee--

n-g1ne's--which would fail to take into account the proper syllabic value

given the first syllable by the rhythmic context, which actually makes

the word dactylic.)

In connection with the " 'clop—clop' of men and horses"--clearly a

duple rhythm-~it might be noted that while some of the lower equine

gaits such as jogging or trotting are conveyed by this rhythmic onoma-

t0poeia, the far more prevalent effect in poetry of all ages is that of

the canter or gallop, which is evoked by a triple rhythm almost identi-

cal to that discussed above (though with more of a lilt which is impos—

sible to annotate precisely); in illustration, Virgil's famous line from

the Aeneid comes immediately to mind:

 

 

Quadr'uped- lante pu-l trem son»)-tu quatitl ungula)‘.campum

Possibly the most outstanding of Browning's onomatopoeic rhythms

is the emphatic triple rhythm of the gallOp in "How They Brought the

Good News from Ghent to Aix":

I sprang to the stirrup, and Joris, and he;

I galloped, Dirk galloped, we galloped all three;

This is clearly the nineteenth- century English equivalent of Virgil's
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devices--many of them of recent genesis and therefore much more

impressively conspicuous--and above all that phenomenon of twentieth-

century life, the internal- combustion engine, soon-to-be ubiquitous

and omnipresent. The latter was quickly manifested in many forms

both exotic--the airplane was one--and commonplace, and not the

least of these was the automobile. Hugh Kenner has written that

"Eliot suggested in 1926 that contemporary perception of rhythm

had been affected by the internal combustion engine. "47 Discussing

the social environment and psychological orientation of the on- stage

characters in Sweeney Agonistes, Kenner says of Wauchope, Horsfall,
 

Klipstein, and Krumpacker that "the lopsided percussion of an idling

four- cylinder Ford establishes the beat within which they permute

their ragtime formulae. "48 Anyone who has been exposed to the

highly rhythmical, but off-beat and syncopated sputterings and

poppings of the early gasoline engines will immediately recognize

its rhythms in such a passage as this:

 

equine gallop, though, characteristically, the syllabic metre is basi-

cally accentual rather than quantitative. The quantitative metre of

Virgil's Latin gives somewhat more of a rolling gait than does Brown-

ing's sharper rhythm. '

Concerning poetic rhythms generally, Miss Gardner is right, of

course, in that duple rhythms are characteristic of English poetry from

Chaucer to Milton; the triple rhythms came in largely in the seventeenth

century--mostly after the Restoration.

47 Hugh Kenner, The Invisible Poet: T.S. Eliot (New York:

McDowell, Obolensky, 1959), p. 223.

48

 

Ibid.
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DUSTY: How about Pereira? /P0p!7

DORIS: What about Pereira? flaw-w-tf

I don't care. /_Puk!7 _

DUSTY: -You_don't care! [Pop_!7

Who pays the rent?

DORIS: Yes, he pays the rent

DUSTY: Well some men don't and some men do ,_/Sp1ut!7

Some men don't and you know who @W-W-tlr

DORIS: You can have Pereira _[Pop_!7

DUSTY: What about Pereira? [Puk_17

DORIS: He's no gentleman, Pereira: [Splutl Fw-w-t_!7

You can't trust him!

DUSTY: wen that's true. [Pop_!7

In these lines it is the implicit percussion on the off-beat catalexis

(indicated, of course, by my bracketed onomatopoeia) which compen-

sates for the missing syllabic elements and completes the metrical

value of the verse. The fact of its being implicit, and giving rhythmic

accentuation to a beat on which the syllabic value normally anticipated

is missing, is of course the source of the syncopation and its resul-

tant kinaesthetic shock. In certain of the lines Eliot has made the

rhythmic accentuation explicit in the form of an anacrusis which is

actually the missing catalectic element shifted to the beginning of the

following line; for instance, in the lines "‘Who pays the rent?/ Yes,

he pays the rent/ Well some men don't and some men do, " anacruses

appear on "Yes" and "Well, " but rhythmically these words belong at

the end of the lines which precede them.

The motor car, and other noise- and sound- producing devices

of the new twentieth- century aural environment, are made explicit

in the play by Sweeney him self, who envisions life on the cannibal isle
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without such modern distractions, and "nothing to hear but the sound

of the surf, " as the epitome of essential existence, with the fecund

purity of an egg and nothing at all but three things, "Birth, and copu-

lation, and death":

You see this egg

You see this egg ,

Well that's life on a crocodile isle.

There's no telephones

There's no gramophones

There's no motor cars

No two- seaters, no six- seaters,

No Citro'en, no Rolls-Royce.

Again, in the last two lines, the caesuras, indicated by the commas,

are completed by implicit beats resulting in a syncopated rhythm

bearing great affinity to that of the idling internal- combustion engine.

One may also easily feel that the line "There's no motor cars" requires

a rhythmic repetition to provide metrical symmetry before proceeding

to the following line, and the implicit rhythmic echo gives the necessary

two additional strong beats.

I find it interesting that Eliot, in a letter to Miss Hallie Flanagan

in 1933, quoted by Carol H. Smith in her work on Eliot's dramatic

theory and practice, said in connection with Sweeney Agonistes that
 

he had intended "the whole play to be accompanied by light drum taps

to accentuate the beats (esp. the chorus, which ought to have a noise

like a street drill). "49 A street drill is, of course, a pneumatic

 

49 Carol H. Smith, T.S. Eliot's Dramatic Theory and Practice:

From Sweeney Agonistes to The Eldér Statesman (Princeton: Princeton
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device, and, considering Eliot's powers of eclectic observation coupled

with his aural acuity, it is perhaps justifiable to speculate that not

only the rhythms of the drill itself, but the syncopated sounds of the

compressor which serves it and the gasoline engine which drives the

compressor contribute their influence to the shifting, overlaid force-

ful rhythms of Sweeney Agonistes.
 

Jazz Rhythms
 

It will now perhaps be evident that the rhythms we have been dis-

cussing are also essentially jazz rhythms; and this introduces a major

influence in the early rhythmic experimentations of T.S. Eliot. Jazz

was one of the major social and aural manifestations of the milieu

of Eliot's youth and young manhood. His birthplace and the scene of

his boyhood were close to the heartland of the new indigenous Ameri-

can musical form, and Eliot grew up and matured during the most

vital formative period of jazz; from the last decade of the nineteenth

' century until World War I, instrumental jazz--"Dixieland"--and

piano ragtime were evolving and developing simultaneously, and

both forms must have exerted a strong influence on the young poet.

To Eliot, jazz rhythms seemed to represent the vernacular aesthetic

of the age, and in his earlier poetry he boldly experimented with new

and vivid rhythmic patterns which were not only influenced by, but

 

h

University Press, 1963), p. 52. Helen Gardner, in her Byron Founda-

tion Lecture on Eliot, also points out (p. 13) that "the Ting a ling ling/

Ting a ling ling of the telephone provides the accompaniment to the call

girls' conversation. "
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often unashamedly imitative of the musical jazz rhythms of the time.

Now, the creation of poetry in jazz rhythms involves a very defi-

nite technique and requires the use of specific devices which will

immediately and unmistakably elicit the desired rhythmic response

pattern on the part of the reader/listener. The jazz rhythm must be

inherent in the poem itself and evoked by its natural reading, since

there is no pre-existing melody to suggest the rhythm. Strangely

enough, this is just opposite to the situation obtaining for most popu-

lar jazz lyrics, which have their jazz rhythms imposed on them by

the musical setting and do not read in jazz rhythms unless one hears

the music behind the words. 50 For instance, the lyrics

Come to me my melancholy baby,

Cuddle up and don't be blue;

All your fears are foolish fancy, maybe,

You know dear that I'm in love with you.

Every cloud must have a silver lining;

Wait until the sun shines through.

Smile my honey dear

While I kiss away each tear,

Or else I shall be melancholy too.

 

50 The traditional poetic form of the lyric of the "blues"--the

most pervasive and influential structural form in the development of

jazz-~13 essentially nothing more nor less than the English heroic, or

Elizabethan, couplet--two rhymed lines of iambic pentameter verse--

with the first line repeated. Thus:

I hate to see that evenin' sun go down

I hate to see that evenin' sun go down

Because my baby he done left dis town.

(St. Louis Blues)

As set to music in blues form, in a 4/4 metre (four quarter notes to

the bar), each line takes two measures and is followed by a "break,"
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have no recognizable jazz quality by themselves, but Ernie Burnett's

setting of them has made "My Melancholy Baby" one of the best known

popular jazz songs of all time.

The essential qualities of jazz rhythm, which the poet must educe

in verbal equivalents, are an insistent, regular, almost incantatory

underlying beat; a repetitive pattern; and frequent, often complex,

syncopation. In jazz the beat is always explicit, as opposed to the

implicit rhythmic structure of much serious music, and is in fact

carried and emphasized by separate rhythm instruments. The under-

lying accent, whether on- or off-beat, is steady, regular, and well-

defined, regardless of the syncopated patterns being superimposed

on it.

Since the jazz rhythm, normally in 4/4 time, is heavily accented

either on 1 and 3 or 2 and 4, the simplest means of effecting the

poetic equivalent is by a series of syllabically-exact incisive lines

with obvious accents:

,/ /

Le directeur

Conservate r

Du Spéctateur

Empéste la brise.

Les a’ctionna res

Reictionnaires

111 Spéctat r

Conscirvate r /

Br 8 dessds bras dessous

F nt dest rs

A pds de 1 p.

("Le Directeur")

 

or poetic prosthesis, of two additional measures, so that each of the three

lines is an evenTour bars and the pentameter verse has been neatly con-

verted to a four-beat duple rhythm.
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These lines may very well be felt in groups of two, with four strong

beats to the group; the two opening lines of the poem,

Malhefi a la m/lheureu e, Tam/ise

Qui coule si pr 8 du S ctatehr.

which are double the length of the others, therefore serve to reinforce

the rhythmic pattern, particularly in view of the very obvious stresses

inherent in the French words.

The same effect may be obtained by a word structure which makes

the accents obvious and incisive, even though the syllabic structure of

the lines is not exact:

The river sweats

Oil and tar

The barges drift

With the turning tide

Red sails

Wide

To leeward, swing on the heavy spar.

The barges wash

Drifting logs

Down Greenwich reach

Past the Isle of Dogs

Wbialala leia

wallala leialala

Elizabeth and Leicester

Beating oars

The stern was formed

A gilded shell

Red and gold

The brisk swell

Rippled both shores

Southwest wind

Carried down stream

The peal of bells

White towers
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Weialala leia

Wallala leialala

(The Waste Land, 111)51
 

The use of this rhythmic structure in this episode effects a

superb multiple irony, for Eliot is here using a vernacular idiom

in the parody of Wagner's Rhinemaidens to convey the depravity,

deterioration, sterility, and lust of the twentieth- century wasteland

by bringing within its context the contrasting glory of past history,

the heroes of mythology, and the great artistic expressions of past

ages; here in this brief passage are allusions to the noble Odysseus

and the sirens, the great epics of Homer, the pomp and magnificence

of Antony and Cleopatra, the Renaissance flowering of the Elizabethan

age, the glorious poetic drama of Shakespeare, and the towering

achievement of Wagner's music-drama as the crowning artistic

expression of a recently- vanished Romantic era.

 

51 If it be objected that Eliot's own reading in his recording

of The Waste Land does not invoke much overt jazz rhythm in this

passage (though the refrains are certainly syncopated), I would point

out that 1) Eliot's readings, as critics have testified, apparently

varied from time to time, particularly over a period of years, and

2) scholars and critics have on occasion taken issue with Eliot's own

ideas of what he was doing in certain matters of prosody. Primarily,

however, my analysis must be in terms of my own responses and

of what Eliot's poetry means to me. I certainly do not feel that my

reactions and interpretations in matters of metre and stress exclude

other readings. Individual readers may feel different metrical and

rhythmic patterns, and their interpretations will be valid for them.

Those readings which I propose are, of course, the ones whose prob-

ability seems to me to be most thoroughly established--though I will

readily admit that in various instances 1 can as easily accept an alter-

nate reading.
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In the excerpt quoted above from "Le Directeur" it may be noted

that part of the rhythmic effect is achieved by the repetition of various

words. Repetition is a major poetic device by which jazz rhythms '

may be evoked, and Eliot utilizes various types of repetition. Be-

sides single words, whole phrases may be repeated, as in the excerpt

previously quoted from Sweeney Agonistes:
 

DUSTY: How about Pereira?

DORIS: What about Pereira?

I don't care.

DUSTY: You don't care!

Who pays the rent? -

DORIS: Yes he pays the rent

DUSTY: Well some men don't and some men do

Some men don't and you know who

DORIS: You can have Pereira

DUSTY: What about Pereira?

DORIS: He's no gentleman, Pereira:

You can't trust him!

DUSTY: ‘ Well that's true.

At this point the jazz rhythm is highly modified for several lines;

however, because the repetitive pattern has been so definitely estab-

lished right from the beginning, there is sufficient momentum to carry

over the feel of the insistent beat through the continuing bridge passage: i

(DUSTY:)

He's no gentleman if you can't trust him

And_if you can't trust him--

Then you never know what he's going to do.

DORIS: No it wouldn't do to be too nice to Pereira.

DUSTY: Now Sam's a gentleman through and through.

It may be noted that though the rhythm has been modified there is
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continuing repetition of words and phrases which helps maintain the

rhythmic carry-over. Then the original rhythmic pattern is resumed

with a new repetitive theme about Sam.

In another passage from Sweeney Agonistes, every line contains
 

a phrase which is repeated:

Oh I'm so sorry. Ian; so sorry

But Doris came home with a terrible chill

No, just a chill

Oh I think it's only a chill

Yes indeed I hope so too--

Well I hope we shan't have to call a doctor

Doris just hates having a doctor

She says she will ring you up on Monday

She hopes to be all right on Monday

etc.

Alliteration is a form of repetition which serves to reinforce the

beat of jazz rhythms. The device occurs frequently in popular song

lyrics:

Lazy-bones, sittin' in the sun

Never gwine to git yo' day's work done

( Popular song)

K-K-K-Katy, beautiful Katy

( Popular song)

Eliot similarly uses alliteration in writing jazz rhythms:

Shall I part my hair behind? Do I dare to eat a peach?

I shall wear white flannel trousers, and walk upon the beach.

( The Love Song of J. Alfred Prufrock)
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Nonsense syllables also serve to establish a jazz rhythmic pattern

quickly, partly because of their incisiveness and also because of the

rhythmic flexibility inherent in their construction in terms of syllable

length, consonant and vowel sounds, and their ready incorporation

of other devices such as alliteration and rhyme. Morris Freedman,

in his paper on jazz rhythms in T.S. Eliot, cites the lyric "A flat-

foot floogie with the floy—floy" as an example of nonsense syllable

usage in popular jazz songs, and further points out, "This line with

its heavy alliteration finds an odd echo in a line from Murder in the

. "52

 

Cathedral: "With pleasure and power at palpable price.

We might also consider the rhythmic effects of nonsense syllables

in such jazz lyric lines as

 %

52 Morris Freedman, "Jazz Rhythms and T.S. Eliot, " South

Atlantic Quarterly, LI (July 1952), p. 423. Mr. Freedman also quotes

as nonsense syllables some excerpts from SweeneyAgonifistes:

 

 

Telephone: Ting a ling ling

Ting a ling ling

and

Knock Knock Knock

Knock Knock Knock

Knock

Knock

Knock

Actually, these constructions would much more properly be considered

' examples of onomatopoeia, rather than nonsense syllable; they do evoke

the verbal equivalent of a specific, recognizable sound. Nevertheless,

their function in expressing jazz rhythm is not made less effective by

their proper identification.
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Zippity doo-da, zippity dey

My oh my, what a wonderful day!

(POpular song)

and

Mairzy doats an' dozy doats an' little lamzy divy

A kiddle dee divy too, wouldn't you?

( Popular song)

the latter not strictly nonsense, but more of an elisional transfor-

mation.

It will be noted that nonsense—syllable construction usually incor-

porates substantial alliteration, and the combination of the elements

further emphasizes the rhythm through mutual reinforcement. Thus,

in Eliot:

Of names of this kind, I can give you a quorum,

Such as Munkustrap, Quaxo, Coricopat,

Such as Bombalurina, or else Jellyorum--

Names that never belong to more than one cat.

( "The Naming of Cats, " Old Pos-

sum's Book ofPractim
 

His ineffable effable

Effanineffable

Deep and inscrutable singular Name.

(113391,)

Rhyme is a major device for emphasizing the beat of jazz rhythm,

since the repetitive effect makes the rhymed word the strongest sound
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in the line. The primary function of rhyme in jazz poetry is for rhythmic

accentuation, not, as in most conventional poetry, to assist in creating

structural form. Therefore, rhymes in jazz rhythm usually appear

close together, whether close-coupled or coming at the end of the line

on a strong beat:

Five foot two, eyes'of blue,

But oh, what those five foot could do,

Has anybody seen my girl?

Turned up nose, turned down hose,

Never had no other beaus,

Has anybody seen my girl?

( Popular song)

Every star above knows the one I love,

Sweet Sue, just you

(Popular song)

Eliot does not overlook opportunities for rhythmic emphasis via inter-

nal rhyme and closely- coupled rhyme, as well as the more frequent use

of end rhyme on strong beats:

The Rum Tum Tugger is a Curious Cat:

Bustopher Jones is not skin and bones--

Well I never!

Was there ever

A Cat so clever

As Magical Mr. Mistoffelees!

The Pekes and the Pollicles, everyone knows,

Are proud and implacable passionate foes;

( Old Possum's Book of Practical Cats)
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Where the breadfruit fall

And the penguin call

And the sound is the sound of the sea

Under the bam

Under the boo

Under the bamboo tree.

(Sweeney Agoniste 5)

Finally, one of the major techniques by which jazz rhythms

may be represented in poetry is the inclusion of the verbal equiv-

alents of syncopation, achieved in various ways. Syncopation is,

of course, essentially the removal of an accent where it is expected

or the placement of an accent where it is not expected; the human body

reacts kinaesthetically, compensating for the removal of the antici-

pated accent and reacting by shock to the placement of the unexpected

accent. In verse this may be accomplished by pause, by the inclusion

of extra syllables, ellipsis, or stopping the phrase or line short of

the complete metrical value.

The pause, which is a prominent feature of jazz lyrics set to

music, occurring in the melodic line--either instrumental or vocal,

often accented and, when sung, either aspirated or voiced--appears

as a caesura in verse not set to music. We previously noted the

syncopated rhythmic effect resulting from caesuras indicated by

the co‘Tlthias in the excerpt from Sweeney's panegyric:

No two- seaters, no six- seaters,

No Citroen, no Rolls-Royce.
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While the caesura occurs in the lyric, the strong underlying beat con-

tinues, a beat occurring at each comma and the period as well. Musi-

cally annotated, the rhythm would be as follows:

No two- seat-ers , no six- seat-ers ,

J J 1'} 3J J J i
No Cit- ro - én , no Rolls-Royce .

No Cit- ro - 'én;, (alt.)

Punctuation also indicates caesura in the syncopated rhythm (referred

to by Helen Gardner as "the rag-time melody"53) of:

I grow old . . .I grow'old .

I shall wear the bottoms of my trousers rolled.

( The Love Song of J. Alfred Prufrock)
 

Considering both caesuras in the first line, the musical notation which

the rhythm suggests is

JJJEJJJE
Agrow old. .I grow old

J1 JinnJJJ;
I shall wear the bot-toms of my trous-ers rolled.

J P J $
trous-ers rolled (alt.)

\

53 Byron Foundation Lecture, p. 16.
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However, an alternate, and equally valid, jazz rhythm occurs if the

second caesura is disregarded and the first two words of the second

line are considered as an anacrusis which really belongs at the end

of the first line in place of the catalexis represented by the quarter-

note rest:

A ' A

J 3 J J J J]
grow ldA. . .I grow old I shall

JJJTJJJJ J‘é
wear the bot- toms of my trous-ers rolled.

A

o

Of course, one can hardly justify ignoring those three dots.

Eliot also gets a series of pauses by word repetition, as in the

following, where repeating of the word little is also reinforced by the
 

Dllnctuation:

SWEENEY: I'll convert you!

Into a stew. _—

A nice little, white little, missionary stew.

DORIS: You wouldn't eat me!

SWEENEY: Yes I'd eat you!

In a nice little, white little, soft little,

tender little,

Juicy little, right little, missionary stew.

In the following lines, a syncopation is achieved by stopping the

hues S110 rt of the final beat. Since the last word of each line comes

0n a strong beat, the body tends to feel the completing weak beat 0f

the . A
rhYthmic pattern, and the reaction to the absence of any words
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on the beat strengthens the rhythmic emphasis and its sync0pated

effect:

Two live as one

One live as two

Two live as three

Under the bam

Under the boo

Under the bamboo tree.

Annotated, the rhythm would appear as follows:

A

.
.
.
>
L
)
L
.
.
>
I
_
)
‘
_
>
I
.
_

I
—
>
L
>
L
)
L
)
L
)
‘
—
>

L
N
o
M
m

h
»
m

L
)

M m M

Part of the effect, of course, derives from the repetition of bamboo,

which has been stated four times in the preceding three lines of the

stanza, and from the breaking up and recombination of the word.

Among the various instances of jazz rhythms occurring in _'I_‘_h_e

Waste Land, where Eliot both creates such rhythms in original lines
 

and introduces fragments from the lyrics of popular songs, there

appears one well-known line which is among the most highly synco-

pated the poet ever wrote:

0 O O O that Shakespeherian Rag--



124

Basically, Eliot has merely introduced the title of a 1912 song hit,

"That Shakespearian Rag, "54 but has adroitly transformed it to yield

a verbal rhythm of unmistakable jazz equivalence. The syncopated

effect results from the four incisive _(_)_'_s, each emphasized on a strong

beat, and from the introduction of the extra syllable in Shakespeherian.

Each of the first three _Q_'_§ is followed by an implicit, though obvious,

caesura, or off-beat, and a reinforcement of the syncopation is obtained

by the placement of Lhat_on the off-beat following the fourth g. In

musical annotation such a rhythm appears thus:

A A A A

J7J’7J‘7J-J J j J JJ’J 7
O O O O that Shakes- pe--her--i-an Rag

This is by no means the only rhythm which this line will yield. The

four 9_'_s could just as easily occur on the off-beats, with the rests

coming ahead of them; and the word_th_at_, instead of acting as a pick-

up for the following strong beat, might itself come on the strong beat,

dictating a modification in the rest of the pattern, but With just as

strong a rhythmic effect:

A A A A A

7J7J7J’7JJ’ f? EN 7
O O O that Shakes-pe---her--i-an Rag

 

54 "That Shake spearian Rag, " Lyric by Gene Buck and Herman

Ruby, Music by Dave Stamper. Edward B. Marks Music Corporation.

Originally published by Joseph W. Stern & Co. , 1912.
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And continuing:

J’fliJ
It's so el-e--gant

J'J’TJJ
in-tel- li- gent

What Eliot has done rhythmically with the "Shakespeherian Rag"

line seems all the more remarkable when it is realized that syllab-

ically the line is an almost perfect iambic pentameter verse.

Many other examples of rhythms in a strong jazz idiom, as well

as rhythmic patterns highly flavored by the jazz influence but much

less overt in expression, might be cited in T. S. Eliot's work from the

poetry of 1909- 1910 through to about 1924- 192 5, when Sweeney Agonistes
 

marked a culmination of his experimentation with the style. 55 The

 

w

55 One of Eliot's most potent uses of jazz rhythm is to be found

in a later work. In the second-act scene of Murder in the Cathedral

where the four murderous knights enter the came—(Hal and call Beck—3t

to come down to his death, Eliot has couched their taunts in an incisive,

sharply-accented, formal stanza structure which incorporates the

elements of rhyme, alliteration, repetition, and strong syncopation,

all of which combine to produce a vividly marked jazz rhythm:

 

Where is Becket, the traitor to the King?

Where is Becket, the meddling priest?

Come down Daniel to the lions' den,

Come down Daniel for the mark of the beast.

Are you washed in the blood of the Lamb?

Are you marked with the mark of the beast?

Come down Daniel to the lions' den,

Come down Daniel and join in the feast.
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foregoing discussion, however, should adequately show the importance

and extent of the poet's work in verbal jazz rhythms in his attempts to

create a new colloquial language idiom capable of speaking to his age

and effectively communicating through poetry.

Changing Metres and Rhythmic Displacement
 

Extensive as were Eliot's early experiments in jazz rhythms,

they were by no means his only preoccupation in developing new rhyth-

mic patterns, and there are other rhythmic ideas in the early poetry

of a non-jazz nature which bear close analogy to musical construction.

Chief among these are the use of changing metres and rhythmic displace-

ment--rhythms which in effect cross the bar lines, a form of sync0pa-

tion.

Interestingly enough, the use of frequently-changing metres

within discrete melodic lines and structural sections, while long known

to music and employed in past periods, is a particular twentieth- century

 

Where is Becket the Cheapside brat?

Where is Becket the faithless priest?

Come down Daniel to the lions' den,

Come down Daniel and join in the feast.

Clearly, Eliot resorted to the jazz idiom in this instance to give the

knights a vernacular expression which points up their coarseness

and brutality and emphasizes the shallow, materialistic, impercep-

tive aspects of their character which are made so explicit with their

address to the audience at the end of the play. This is a further in-

stance of Eliot's continual striving for maximum consonance of med-

ium and content.
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phenomenon and has been exploited most fully by composers since

Stravinsky. An example is the theme from Aaron Copland's Piano

 

Variations (Cos Cob Press, Inc. , 1932):
 

Example 3

 

Within these seven measures there are four different metrical mark-

ings and four changes of metre.

The shifting of metrical accent with respect to the bar line, so

that the metrical unit crosses the bar line and occupies portions of

two consecutive measures, while also traditionally known in music,

had largely disappeared during the eighteenth century. It was the

later nineteenth-century Romantic composers who revived it and

developed the full potentialities of the technique; Johannes Brahms

in particular made it an integral part of his musical style, and there

is hardly a page of his work which does not reveal the use of rhythmic

displacement, as in this first part of the sub-theme from the first

movement of his Symphony No. 1 in C minor, Opus 68. Note that

them(dotted) quarter note of each measure receives the strong

accent, while the first, which would normally be accented, gets the
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weak beat:

Example 4

Basic motive  

p(101”;
A

 

String: 1

Av/"' JbJ._‘-[>,»J 7 A
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Beginning with his earlier work, Eliot has effectively adapted

both of these musical devices to the poetic medium. Note the open-

ing lines of "Portrait of a Lady":

Among the smoke and fog of a December afternoon

You have the scene arrange itself--as it will seem to do--

With: "1 have saved this afternoon for you";

And four wax candles in the darkened room,

Four rings of light upon the ceiling overhead,
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The first two lines are, syllabically, iambic heptameter, although

each line has a silent but implicit final foot which makes their true

metric mode octameter. But with the third line there is a shift to

iambic pentameter, which continues in line four. The fifth line

changes to iambic hexameter-~an Alexandrine. Then, with the next

two lines which follow, there is a continuation of the changing metre,

but it is now combined with a shift in metrical structure which is

equivalent to a musical metre crossing the bar line:

An atmosphere of Juliet's _tomb

Prepared for all the things to be said, or left unsaid.

Ostensibly, the first of these two lines is in iambic tetrameter, the

second changing to an Alexandrine in iambic hexameter (with an

anapest on "to be said"). We have here, however, a run-on line

construction, and syllabically the logical arrangement would have

placed "prepared" at the end of the first verse after "tomb"; this

would have resulted in two balanced lines of iambic pentameter,

which is, on a quantitative basis at least, the predominant metre of

the poem. But Eliot was more concerned with the sense and sound

of the lines and, since "prepared for all the things to be said, or

left unsaid" is a complete dependent clause modifying "Juliet's

tomb" (and probably to emphasize the rhyme of "room" and "tomb"

as well), he chose to move the final foot of the first line to the begin-

ning of the second; thus, in effect, he has shifted the "bar line" and
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run the metre across it.

In oral reading, of course, the slight natural caesura occurring

after "tomb" by virtue of the fact that it is the end of the clause and

the ostensible end of the line is sufficient to effect the sense of metri-

cal shift and obviate an equalization into two balanced iambic penta-

meters; at the same time, the underlying implicit pentameter struc-

ture permits a smooth transition which maintains the rhythmic flow

and eliminates any raggedness in the poetic line.

A similar construction occurs in the lines

I smile, of course,

And go on drinking tea.

where the first line of two iambic feet is a run-on to the succeeding

three-foot line. Metrically, the two lines combine to form a single

line of iambic pentameter; Eliot broke it up, in effect running it

over a bar line at the end of the second foot, in order to emphasize

its function as a brief interruption to the monotonous monologue of

the Lady.

&1ch rhythmic locutions become, at times, fairly complex.

Consider the following lines, also from "Portrait of a Lady":

"You do not know how much they mean to me, my friends,

And how, how rare and strange it is, to find

In a life composed so much, so much of odds and ends,

[For indeed I do not love it . . .you knew? you are

not blind!

How keen you are_!_7

To find a friend who has these qualities,
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Who has, and gives

Those qualities upon which friendship lives.

How much it means that I say this to you--

Without these friendships—-life, what cauchemar!"56
 

There is a variety of changing metres in this sequence. Syllab-

ically, they are all basically iambic, the first line being a hexameter,

the second changing to pentameter, the third returning to hexameter;

the fourth line is in heptameter ("it" plus the caesura constituting

an iambic foot) and is followed by a dimeter line, the sixth being in

pentameter, with a recurrence of the dimeter following, and finally

three lines of pentameter. The rhythmic displacement begins with

the fourth verse (note that the caesura, indicated by the dots, occurs

on the strong beat of the fourth foot of the line, providing a certain

syncopation); in effect this line, syllabically heptametric, is com-

prised of a pentameter segment with a dimeter tacked on, thus

creating a rhythmic shift. I Metrically, "you are not blind" could

have been carried over to the beginning of the next line and, followed

by "How keen you are !'; would have formed a single iambic tetrameter

line. Syntactically, however, "you are not blind" relates more closely

to "For indeedI do not love it . . .you knew?"; it would also seem

logical to infer that the poet wanted to isolate "How keen you are!"

in order to emphasize it for its function in portraying the Lady's

g

56 The brackets enclosing 11. 4-5 in ed. cit. were changed to

Parentheses in the publisher's 1963 edition of T.S. Eliot: Collected

Poems 1909- 1962.
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affectation. The sixth and seventh lines could have been combined to

form another heptameter line, but substantively it would have been

pointless; in its syntax, "Who has, and gives" runs on into the next

line. Isolated, it provides a certain balance for the preceding dimeter;

also a rhythmic subtlety results from its position as a concurrent

bridge and separation between the two pentameter lines, with either

of which it may combine syllabically into a heptameter, a metre

already introduced.

In the examples above discussed, the changes of metre, though

frequent, do not seem abrupt; this is partly because of the syntac-

tical progression of the verse, partly due to the run-on lines, partly

bedause of the lack of overly-incisive beat in these particular excerpts,

with their conversational, almost prosaic flavor. There are other

instances where the change is much more obvious, even at times

sharp and precipitate, producing an entirely different rhythmic

and emotional effect by the emphasis and incisiveness:

And still she cried, and still the world pursues,

"Jug Jug" to dirty ears.

(The Waste Land, 11)
 

Well, that Sunday Albert was home, they had a hot gammon,

And they asked me in to dinner, to get the beauty of it hot--

HURRY UP PLEASE ITS TIME

HURRY UP PLEASE ITS TIME

(The Waste Land, 11)
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Now they go up to the temple. Then the sacrifice.

Now come the virgins bearing urns, urns containing

Dust

Dust

Dust of dust, and now

Stone, bronze, stone, steel, stone, oakleaves, horses' heels

Over the paving.

(Coriolan, I - Triumphal March)

Section I of "Preludes" contains a rhythmic figure involving abrupt

metre change which is interesting because of its anticipation of a

jazz style which was to become prevalent some forty years later:

The winter evening settles down

With smell of steaks in passageways.

Six o'clock.

The burnt-out ends of smoky days.

And now a gusty shower wraps

The grimy scraps

Of withered leaves about your feet

And newspapers from vacant lots;

The showers beat

On broken blinds and chimney-pots,

(etc.)

In the early 1950's, the ever-evolving jazz idiom developed a style

known as "be-bop." While there are various specific harmonic and

melodic elements which give the style its individual characteristics,

one of the hallmarks of be-bop is an extremely rhythmic basic motive,

usually fairly short, ending with a sharply-accented two-note phrase

which acts as a brief, incisive cadence. It is this two- note cadence

from which be-bop takes its name, since performers often got into

the habit of shouting the two nonsense syllables on the cadence.
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Eliot's above poetic sequence, with its series of two highly-insistent

four-beat lines followed by the short, sharp, two-beat, cadence-like

phrase, is a perfect verbal anticipation of the musical style. "Rhap-

sody on a Windy Night" also utilizes the rhythmic figure, though here

the two-beat phrase usually occurs at the beginning of a section.

While this particular figure is not widespread throughout Eliot's

earlier work (though other. instances or modifications of it may be

found), it does help to illustrate the extent of the poet's rhythmic

inventiveness, and the close musical affinity of his rhythmic forms.

Eliot's Mature Rhythmic Structure

Now, just as Eliot disdained to consider poetic speech in terms

of rigid metrical scansion and syllabic construction, his maturing

conception of the rhythm of the poetic line tended to reject a literal

representation of musical rhythmic patterns, except where specifi-

cally required by context or for special effect. Rather, he sought the

inherent music of a natural rhythm which would approximate the pat-

terns and cadences of vernacular speech, while yet serving as a

vehicle for the poetic expression of image and idea. Thus, by the

time of Ash Wednesday Eliot's rhythmic construction had undergone
 

a considerable refinement and attained a subtlety and ease which the

earlier works had not possessed. This rhythmic deve10pment was of

course a continuous and gradual process, not to be broken down

and allocated to distinct and arbitrarily-designated "periods."
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Nevertheless it can be generally stated that his earlier works represented

a period of exploration of the musical possibilities of the idiom and

experimentation in new, distinct, and often extreme rhythmic construc-

tion; that in his middle period he consolidated, developed, and refined

the new techniques and ideas of his early works, and evolved his own

individual poetic rhythmic style; and that finally, in his mature works,

he elaborated and exploited the musical possibilities of the idiom

which he had developed as his own. So it is that Four Quartets,
 

probably in all ways Eliot's most mature, profound, and meaning-

laden work, displays a rhythm of line which is smooth-flowing and

flexible, seeming to be perfectly matched to the image and idea

being expressed, varying easily and naturally as the formal and musi-

cal structure requires, adapted as needed to either vernacular speech

or formal lyric; and, though without the harsh accents, abrupt transi-

tions and sharp syncopations of the early experiments, is still capable

of wide contrast, rhythmic excitement, intensity, momentum, and

drive.

In illustration, the second movement of "Burnt Norton" may be

cited. Here the formal stanza of the opening section is set in a

whirling, fast-tempoed, sharply-accented four-stress line (while

basically iambic tetrameter, the feet are by no means regular; thus

there is a freedom and flexibility to the verse, while the basic rhythm

is well defined):
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Garlic and sapphires in the mud

Clot the bedded axle-tree.

The trilling wire in the blood

Sings below inveterate scars

And reconciles forgotten wars.

The dance along the artery

The circulation of the lymph

Are figured in the drift of stars

Ascend to summer in the tree

We move above the moving tree

In light upon the figured leaf

And hear upon the sodden floor

Below, the boarhound and the boar

Pursue their pattern as before

But reconciled among the stars.

The mood of restlessness, excitement, and insistent motion which this

rhythm creates is perfectly suited to the idea of the flux of life being

treated, and to the imagery presented--the singing of the trilling wire,

the "dance along the artery," the "circulation of the lymph," the

movement in light upon the figured leaf. In the contrasting second

section, the initial discursive statement contemplating the relation

of stillness and movement is in a rhythm consistent with the changed

mood and idea; here the line is lengthened to one of six stresses, the

sharp accent has been modulated to a smoother, more evenly-flowing

mttern, the tempo is moderated to a thoughtful pace, and the entire

rhythmic flow takes on a contemplative character apropos of the

philosophical mood of the verse:

At the still point of the turning world. Neither flesh

nor fleshless;

Neither from nor towards; at the still point, there the

. dance is,

But neither arrest nor movement. And do not call it fixity,
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Where past and future are gathered. Neither movement from

nor towards,

Neither ascent nor decline. Except for the point, the

still point,

There would be no dance, and there is only the dance.

With the transition to the consideration of the pattern which is mani-

fested in stillness there is a return to a line of four stresses, but

with none of the urgency of the opening passage; here the relaxed

tempo, combined with the firmly-accented and shortened, though

flowing, lines, reinforces the feeling of resolution suggested by the

theme of the union of change and permanence conveyed in the verse:

Yet the enchainment of past and future

Woven in the weakness of the changing body,

Protects mankind from heaven and damnation

Which flesh cannot endure. .

This general rhythm is maintained in the return to imagery at the

end, though with a somewhat more meditative pace which augments

the contemplation of consciousness at the still point and the conquest

of time through time.

By now it will certainly have become evident--even though the

limitations of this study have directed a focus on the more closely

musically-analogous aspects of Elio 's rhythmic structures--that

(and this is true even in the more musically- literal earlier poems)

there is much more involved in the rhythms than the technical and

mechanical aspects of metrical modes and rhythmic patterns. Just

as in music the total rhythmic expression is affected and enhanced by
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such elements as melodic line, harmonic progression, dynamics,

instrumentation, and tone color, so in Eliot the poetic rhythms are

the integrated product of the syntactic construction, diction, syllable

shape and quantity, the pattern of stress and caesura, dynamics, and

such devices as alliteration, assonance, rhyme, and onomatopoeia.

Even in the case of the more obvious jazz rhythms, our analysis

has only been completely meaningful in terms of these elements.

And it is in the increasingly effective use and combination of these

elements that Eliot's rhythmic development lies.

Rhythmic Counterpoint: Polyrhythm and Polymetre
 

If there is one overriding characteristic--a hallmark even--of

T.S. Eliot's mature rhythmic style, it is his magnificently adroit

imposition of accentual- stress metres on verse which, though fre-

quently irregular and replete with metrical substitution, is--quanti-

tatively at least--essentially syllabic. "Imposition" is perhaps a

misleading term; there is rarely anything of forceful warping or

unnatural distortion in the process or the product. Rather it is

a combining of accentual and syllabic metres in the formation of the

verse in such manner that, while each exists independently, the

resultant rhythm is composed of the elements of each. We may con-

sider that this is a rhythmic counterpointing, which in music would be

termed the use of polyrhythms, or cross-rhythms. 57

 

57 In the Harvard Dictionary of Music Willi Apel defines poly-

rhythm as "The simultaneous use?"of strikingly contrasting rhythms

 

in different parts of the musical fabric, also known as cross-rhythm . . .

“
‘
9
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In The Art of T.S. Eliot, Helen Gardner stated, "I suspect that
 

the element which prosodists will concentrate on in the future is the

use Eliot makes of quantity to counterpoint his stress. "58 Strangely

enough, despite Miss Gardner's perceptive hint, Eliot scholars seem-

ingly have remained largely unaware of the nature and extent of Eliot's

use of thistechnique--a technique even more complex than Miss Gard-

ner's observation indicates, since it involves syllabic numbers as

well as syllabic quantity. Even now, critics are prone to consider

that in his later poetry Eliot essentially abandoned traditional syllabic

verse for an accentual verse; the stress pattern thus assumes primacy

 ‘w—vfifi

Generally . . . the term is restricted to those examples in which

rhythmic variety is introduced, not as a means to enhance contra-

puntal life, but for its own sake (cross rhythm). A distinction can

be made between two types: contrasting rhythms within the same

scheme of accents (meter) _/_Ex. 1, a and b7; contrasti rhythms

involving a conflict of meter or accents _[E—x. 1, c and g . The latter

type is sometimes termed "polymetric. "

J 7JJ yJ" JJ JJ

{N 7N dJJJJWJJ
3-’ W:

4JJJJIJJJJ JTJJIJ JJJJ4

zJJJIJ JJIJJ JJJJIJJJJ
(pp. 59-3>594)

On this basis, perhaps we may more properly consider Eliot's com-

bining of strong- stress and syllabic metre to be polymetric.

58

1

 

 

p. 29.
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in their analysis of his prosody, the syllabic aspects of the verse are

relegated to a subordinate position rhythmically, and awareness of

the contrapuntal interplay between the two, as well as their function

of mutual reinforcement, is lost. Therefore, since I feel strongly

that Eliot's rhythmic counterpoint is basic to his mature method,

and that it has been unjustly neglected, I will treat the subject in

some detail.

Now, while this rhythmic construction reached its epitome in

Four Quartets, it was by no means a late development in Eliot's
 

verse; it had its beginning in his early work, and the poetry of his

earlier periods makes frequent use of it. Consider, for instance,

the lines from "Portrait of a Lady" cited above in the discussion

of changing metres. In accordance with my reading of the lines

(and I hasten to acknowledge that not only are other readings possible,

but that in certain instances I can accept alternate readings as

readily as those pr0posed) I am giving both the accentual stress

markings and the traditional short and long markings for the under-

lying syllabic metre:

/ / / /

"Ybu d3 fiat knbw 115w m'fich thhy me—an I6 m3, m’y fri-Ends,

And how, how rare and strange it is, Yo find

/ / / /
V _. - _ .. _. .. .—

In: life cbmmsed E6 much, ‘s’o much‘o’f odds 55d ends,

/ / / .

_[Fb’rindEédT d5 fist fave‘i’t .-.' .376u kn'e'w? \y’ou'a—re

.4 4
not blind!

I / .

H‘o’w ké'én ybu-a.re_!7



141

1 .1 - 3, .1 _.
friend who has these quaIities,

(a / — v - V £- V '4

Those quafi'ties upon which friendship lives.

/ / / / _ _

Hb/w much‘i’t means that 1 52:31 this t3" you--

I / / / (

WithSI-it these friEndships--fi—fe, w t cfichéinzr !"
 

The metrical stress pattern, in terms of stresses per line, may be

seen to be 5, 4, 5, 6, 2, 4, 2, 4, 4, 4. It is an interesting phenom-

enon in this particular excerpt that, although the stresses in lines of

equal stress by no means occur in the same position in the line, the

number of stresses in each line is one less than the number of feet

in the line, with the exception of the dimeter lines which have two

stresses. It is obvious that the lines of four stresses predominate,

a fact which is enhanced if we consider the fourth line (as we previously

analyzed it in discussing the syllabic metre) to be composed of two

parts, with the pentameter section containing four stresses, and the

dimeter two. Were the dimeter section moved to the beginning of the

succeeding line, which can be done logically both metrically and

rhythmically, two additional four- stress lines would result. Alter-

nately, line five could-~with metrical and rhythmic logic- -be moved

to the beginning of line six, resulting in a six- stress line which would

balance line four. Thus, while there is a variation in the number and

position of lines of varying stresses, an internal consistency exists

which imparts rhythmic and structural unity and tends to sustain
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the effect of polyrhythmic--or polymetric--movement.

Other sequences are more regular in stress and syllabic construc—

tion:

TheéOctober niIht comes do/wn; retur 'ng as aseefore

Excé t for a $1 ght sensition of being 11 at

I mun the s1}rs and rn the handle of thea

And feel as if had m nted on my h2{nds and 1:2es.

( "Portrait of a Lady")

The quintuple pulse here imposed on nearly regular iambic hexameter

lines results in a metrical counterpoint which is regular and defined.

 

In the following excerpt from The Waste _Land a four— stress

pulse is the accompanying rhythmic counterpoint to almost perfectly-

regular iambic pentameter metre:

/

She tu/rns nd lobks a mo, ent in the glass,

Hardly a re of he; departed lo’ver;

Her[brain allows one half-formed{thoughtto pass:

"Well now that's done: and I'mmfl{d it's ver. "

When lovely woinan stoops to f 11y and

Paces abbut her room again, a1 ne, /

She smo’oths her hair with automat/m hand,

And puts a record on the gra’mophone.

At the same time there begins to be a development in these poems

beyond the more easily-recognized and well- defined counterpointing

of stress against regular syllabic metres, so that the syllabic metres

become more irregular and varied, resulting in a less easily-perceived

and more subtle, though not less valid, polyrhythmic movement of the
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verse:

I / /

Wh6 is he third who walks alwaysgoesid; you?

When I count there re only you[and together

But when I 106k ahea up the w te road

There is always an her one walking bes1de you

(The Waste Land, V)
 

Eliot's developing rhythmic sense embraced and subjected even

those passages of essentially prose rhythmic structure. Take the

famous borrowing from the prose of Lancelot Andrewes which sets

both the mood and the mode, the tone and the tune, of "Journey of

the Magi":

I /

A cold co/ming we had of it,

Just the worst time of the year,

For a jotirne , and such a? lo’ng journey:

The w2{ys deep and t e weather s rp,

The very dead of nter.

Helen Gardner has noted that this passage, which falls easily and

naturally into lines of verse, begins quite clearly by giving a three-

stress line; but that "in the first two lines there is no caesura, and

as soon as a caesura occurs, in the third line, it leads at once to a

line of four stresses, divided in the middle, the characteristic line

of Eliot's later verse. "59 Actually, in this passage there are two

cross-rhythms which may be felt running contrapuntally against the

strong- stress pattern of 3, 3, 3, 4, 2. First there is the metrical

‘

59 Byron Foundation Lecture, p. 19.
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syllabic construction which, while irregular, carries a strong and

distinct rhythmic pattern:

V—J —UJ U—J U—

uo_l _ul u_|

uu—Juu —JUU —J U

u—I -—u| u—l u —

u—I u—l U—l U

Against this, there is a musical metre into which the lines might

naturally fall:

There are thus three distinct and separate metrical structures which

may be heard making up the rhythmic fabric of this verse.

By the time of Ash Wednesday, Eliot had built his polymetric

rhythms into a powerful form of expression in which varying stress

patterns combined easily and naturally, moving against increasingly
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complex syllabic metres:

At the first turning of the third stair

Was a slotted window bellied like a fig's fruit

And beyond the hawthorn blossom and a pasture scene

The broadbacked figure drest in blue and green

Enchanted the maytime with an antique flute.

Blown hair is sweet, brown hair over the mouth blown,

Lilac and brown hair;

Distraction, music of the flute, stops and steps

of the mind over the third stair,

Fading, fading; strength beyond hope and despair

Climbing the third stair.

This, then, is the foundation of the sure, fully-matured rhythmic

style which T.S. Eliot brought to Four Quartets; a style whose poly-
 

metric construction provided a diversity of metrical and rhythmic

modal expression, an adaptability to changing and contrasting mood,

and a flexibility in conveying image and philosophical idea. In short,

it was a rhythmic style which not only was capable of precise and

incisive poetic utterance in traditional and formal metrical forms,

but also served the poet as a vehicle for discursive, contemplative,

invocational, hortatory, and conversational speech: a speech which,

while retaining its essentially colloquial, vernacular idiom, was at

the same time transformed into a moving and powerful poetic expres-

sion.

"Burnt Norton" opens with a series of falling strong- stress lines,

concerning which Harvey Gross, in his essay on Eliot's music of poetry,

has pointed out, "These lines present neither images nor metaphors,
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the supposed quintessential materials of poetry. Everything is handled

through the silent rhythms of syntax and the audible rhythms of iso-

chronism and strong— stress meter. "60

Time present and time past

Are both perhaps present in time future,

And time future contained in time past.

If all time is eternally present

All time is unredeemable.

The developing motive of these lines, with its accumulating, or

expanding, idea and emotion, is carried by a rhythmic expansion

in the verse within the four-beat strong- stress pattern. The basic

beat is constant, however, and the tempo is deliberate, suiting the

mood of philosophical speculation, through the end of the exposition

section (see the structural analysis of this movement in Appendix B).

The move from abstract speculation to the injection of personal

eXperience with "Footfalls echo in the memory, " beginning the

development section, brings a quickening of the tempo which, though

the line remains basically four- stress (the "footfalls" line is three-

stress, pointing up the transition into the development), effects a

marked change in rhythmic impulse. The move into another dimen-

sion, with the lines

—“

60 Harvey Gross, "T.S. Eliot and the Music of Poetry," in

ZiggStructure of Verse: Modern Essays on Prosody, edited with an

Introduction and Commentaryby Harvey Gross (New York: Fawcett

World Library, 1966), pp. 204-205.
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Quick, said the bird, find them, find them,

Round the corner. Through the first gate,

Into our first world, shall we follow

The deception of the thrush? Into our first world.

introduces a feeling of excitement, urgency, and anticipation which

is largely induced by the quickened tempo and heightened rhythmic

drive brought about by theshortened phrases and brief caesural

interruptions. The predominance of one-syllable words and short

vowels also substantially augments the effect of heightened tempo.

Clearly the total rhythmic effect at this point is accomplished by

a most apt congruence of sense, syntactic structure, diction, and

metre. And, if there were any doubt about the valid rhythmic effect

of polymetres within Eliot's verse, it should be easily dispelled by

comparing these two lines:

Time present and time past

Quick, said the bird, find them, find them,

Both lines are four-beat strong- stress, but the complete dissimi-

larity of their syntactic construction and syllabic structures (in

terms of both syllable length and numbers of syllables) results in

a striking contrast in the counterpoint within each line between the

accentual stress and the syllabic metre.

With the projection of the potential in the imagined world--the

dream of what might have been--the tempo slows to a more considered

pace and the stresses are considerably moderated, so that the flow
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of the syllabic structure tends to predominate, and the accentual

pattern to be subordinated to it. The result is a rhythm appropriate

to, and helping to convey, the mood of contemplation of the ideal which

is the substance of the sequence. The final part of the development

section, where potential and actual are merged in a series of para-

doxes, contains some of the finest imagery of the poem; and while

the four- stress line predominates, there are lines of varying stress,

all merging smoothly and without abrupt transition:

Dry the pool, dry concrete, brown edged,

And the pool was filled with water out of sunlight,

And the lotos rose, quietly, quietly,

The surface glittered out of heart of light,

And they were behind us, reflected in the pool.

With the reappearance of the bird, and the transition back to

reality, and to the present moment in the rose garden, the urgent

rhythms briefly return. This leads directly to the three-line recapit-

ulation and the movement closes with a return of the falling, four-

stress, deliberate rhythms of the exposition.

I have pointed out that much of the unity of Four Quartets derives
 

from the consistency of structure between corresponding movements

of the four poems, and that the rhythmic modes enhance this unity

by their correspondence to the form. The first movements of "Burnt

Norton, " "East Coker, " and "Little Gidding" are all set in Eliot's

strong- stress rhythmic metre. But, while the normal four stresses

largely predominate, line lengths vary, and the great flexibility.
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inherent in Eliot's syllabic constructions allows a continuing correspondence

of rhythm with subject and mood while yet maintaining sufficient variety

to obviate the monotony which might otherwise be anticipated. As con-

trasted with the first movement of "Burnt Norton, " the opening lines

of "East Coker" are longer and carry more of a forward impetus,

which not only fits the more discursive nature of the verse, but also

reinforces the subject of continuous cyclical movement and succession.

And there is, here, more variation in stress pattern, though the

first two lines, in 3 and 5 stresses, move promptly to the four-stress

norm:

In my begi/nning is my eh . In succe/ssi n

Hodses rise and £411, cr mble, are ext nded,

Are regndved, destrbye , restored, or in their place

Is an pen field, or a f ctory, or a -pass.

The counterpointing effect of syllabic quantity against accent is

readily apparent here. In some cases the stressed syllable is the

shortest (in terms of vowel length) in the isochronic word group in

which it falls, as in "In my begi/nning, " "in succession, " "or a

fa/ctory, " thus emphasizing the polymetric aspects of the rhythm.

The syllabic rhythm is also determined by syllabic number (i.e. ,

numbers of syllables), which has a cumulative effect when combined

with vowel length. The variation in rhythm deriving from these ele-

ments is clearly shown if one compares "In my begi/nning is my ehd"

, / ,l I .
w1th "Houses use and fall. " Or, compare the two four- stress hnes:



150

/ ( ,l I

And to shake the wa1nscot where the held-mouse trots

I

Time present and tflne past

The metrical stress may occur on a long vowel, as in "Are

/ l / /

removed, destroyed, restored, or in their place . . ." Here the

contrapuntal metrical contrast is diminished due to the coincidence

of accentual stress with lengthened syllabic stress; but at the same

time, and by the same functioning, the rhythmic emphasis is augmented.

This particular example is, of course, essentially an iambic penta-

meter line (with the first foot an anapest) and the accentual stresses

occur on the long syllables of the feet in each case. We have here,

then, a polyrhythm rather than a polymetre, since the accents coin-

cide.

The first movement of "Little Gidding, " again in a mood of pro-

found contemplation, is set in the same basic four- stress measure,

though it is diversified through lines of varying stress which merge

and modulate smoothly ina pulsing rhythmic flow that is without dis-

tortion or apparent syllabic raggedness:

/ / / /

Midwinter spring is it own season I

pternal thoughssdden towards sungown,

Suspgndedin t1me betwefnnpble and tr pic. ./

When the sh/drt12:}, 13 br ghtest, wi h frd’st a d fire,

The brief sun f es the ice, 11 nd and di ches,

In wi dless c61d at is th heart's he’at,

Refl cting in a cry mrrror / /

A glire that is blindness in the early afternoon.

Eliot's full range of syllabic constructions and devices are unleashed

W
"

'
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here. The long vowel may coincide with syllabic stress:

I .

And gldw more inte/nse than bla’ze of branch, or braz1er,

Or the stresses may occur on the short vowels, effecting a distinct

change of metrical counterpoint:

./ I . .I / /
Stirs the dumb sp1r1t: no w1nd, but pentecostal fire

Occasionally, in a kind of syllabic modulation, a line may have its

vowels duplicated at corresponding metrical positions:

I l , / . I .’
When the short day 15 brightest, w1th frost and f_1_re,

In this instance, the latter device enhances the flavor of 14th-century

strong- stress alliterative verse which is evoked in the opening lines

of the movement both by the alliteration and the frequent use of

caesura.

The rhythmic movement at this point is also augmented by the

paralleling of the above line with the one which follows; two blank

verse lines, each with five stresses at analogous positions, with

almost identical syllabic quantities, each with a caesura marked

by the comma:

yrvlllien the sh ’rt day is brightest, wi)h frostaagid fire,

e brief sun flames the ice, on pond and d1 ches,

At times the placement of stress, in relation to syllabic metre, gives

the effect of an off-beat accent, as in the first stress in each of the
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above two lines. The strong stress on the immediately following

syllable strengthens the off-beat, or syncopative, effect.

Long and short vowel patterns may be duplicated within the line,

i.e., long, short, followed by long, short:

I I l /

If you came at ni_ght like a broken ki_ng,

Or there may be an inversion:

./ . / . I I
But th_13 IS the nearest, 1n p1_a_ce and time,

In considering the four- stress metre, with caesura, as basic

to Eliot's verse in these sections- -indeed in all of his late poetry--61

it should be made clear that the pattern is normative, not merely due

to its quantitative predominance, but because it induces the same

effect as a tonic key in music. Regardless of the deviations from it,

and of modulations into patterns of more or fewer stresses per line,

there is always a return to the four- stress pattern, with the accom-

panying feeling of being "home" again, or returning to the tonic from

the dominant or a related key.

In those cases where a section in four- stress metre ends with a

half-line of two stresses, there is no destruction of the tonic orientation;

 

61 In her Byron Foundation Lecture, Helen Gardner says

(p. 19) "I am well aware of the embarrassing fact that Eliot himself

said more than once that the staple line of his later verse was a line

of three stresses. I rejoice to find, that whatever Eliot himself thought

he was doing, I am supported by Professor Northrop Frye in hearing

four stresses. "



 

4
“
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rather, the two- stress line acts as a cadence, imparting a feeling

of conclusion and finality to the verse:

Where is the summer, the unimaginable

Zero summer?

But this is the nearest, in place and time,

Now and in England.

The opening of "The Dry Salvages" is set in a basically triple

syllabic metre, which is counterpointed against an accentual metre

of five stresses. Harvey Gross has noted that "although the lines

move in almost regular trisyllabic feet, anape sts and dactyls, there

is neither the solemn torpor of Evangeline nor the galloping frenzy

62

 

of The Destruction of Sennacherib. "
 

I do not know much about gods; but I think that the river

Is a strong brown god--sullen, untamed and intractable,

Patient to some degree, at first recognised as a frontier;

Useful, trustworthy, as a conveyor of commerce;

Then only a problem confronting the builder of bridges.

Besides the five principal stresses each line has a strongly felt

caesura; the basic metre is anapestic pentameter, with substitutions

of dactyls and spondees. But the reader is not conscious of the syllab-

ic and metrical mechanics; the steady underlying pulse of the triple

rhythm in conjunction with the distinct though moderate accentual

stress pattern, all combined with the regularly occurring caesura

 

62 "T.S. Eliot and the Music of Poetry, " op. cit. , pp. 211-212.
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and the unhurried but insistent syntactic sequence, result in a rhythmic

flow which elicits a feeling of the eternal, imponderable Mississippi

as it moves implacably and inexorably through the scenes of Eliot's

childhood--and through all past, present, and future time as well--

to the sea.

It will be noted that after an extended sequence in this metre,

there is a modulation to the typical four- stress pattern, and the first

section of the movement closes with four lines in that metre.

(Now, while we have particularly emphasized the importance of

Eliot's four- stress rhythmic mode in his mature work, its prevalence

by no means precluded the development of other stress patterns in

verse of this idiom. As preceding discussion and analysis will have

revealed, Eliot felt a particular affinity for triple rhythms and three-

stress patterns, and some of his most effective passages are in

triple metres. There are a number of such sequences in Four Quartets,
 

and in fact, it comes as a distinct surprise, considering the functional

pre-eminence of the four- stress rhythm throughout the cycle, to find

that most of the lines of the concluding sections of all four Quartets

are in a triple- stress metre.

In "Burnt Norton" the two sections of the fifth movement are separ-

ated by a distinct break. Concurrently there is a change from the

four- stress rhythm of the first section to one of three stresses, and

with the exception of four lines this is the pattern of the entire section:

.
2
2
:
-

“
A
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The detail of the patte/rn IS[mavement

As in the fire ofthe ten stairs.

De ii‘e itsfuis ovement

N t in itselfIfdieSsZable;

L ve is itself unmd’ving,

T?” the ca’use a d e/nd of mdvement,

Tm less, and ndesirin

Exc pt intheas ctoftme

Cadght inu‘.1the f rm of limita/tion

Be ween lib-be]ing andféing

Sudden in a shaft of s vigsht

E6en while the du’st 111

There rises the hid en laughter

Of ch1‘Idren in the f age /

Qullck now, h re,’nno}, always--

Ridi’culous the wa’stesad tfine

Strétching befdre and fiter.

In "East Coker" the move from the basic four- stress to the three-

stress sequence comes within the second section of the final move-

ment, with no break whatever, with the lines

Thea: is a time for the ebening/under starlight,

A ti e for the e’vening under lamp ght

(The e<rening with the phdtograph bum).

and continues up to the last four lines, which conclude the poem with

a return to the four-stress line.

Similarly, in "The Dry Salvages" the shift to three-stress rhythm

occurs within the second section of the movement, but in this case

continues to the end.

"Little Gidding" parallels "Burnt Norton" in that there is a distinct

break between the final movement's two sections. The shift to three-

stress occurs at the beginning of the second section; all but five of

the section's twenty-one lines are in the three- stress pattern, and the
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section, the movement, and the cycle as well, conclude in the triple

rhythm :

A d a’ll shall be we’ll and

A l md’nner f thi’ng sha 1 be well

When the to gues of f me are in-folded

Into the croivned kn6t 2f fii‘e

And the fife and the r se are ohe.

Generally, the triple-stress rhythms are not nearly as suscep-

tible to polymetric and polyrhythmic variation as are the four— stress

patterns. The lines of course tend to be shorter, providing less

opportunity for syllabic and syntactic manipulation; but primarily

the difference lies in the lack of symmetrical balance within the

three-stress line: there is no mid-point for a caesura (though caesura

can be interpolated by an adroit poet, as in "But heard, half-he/ard,

in the stl/llness") and the three stresses tend to group themselves

into an overriding isochronic unit. 63 As a result, the total rhythmic

complex of three— stress verse is much simpler, less expanded, and

more straightforward than that of four- stress; and the greater natural

7'1 v—f rfi ‘_v

63 This situation is completely analogous to music, where triple

rhythms do not naturally lend them selves to syncopation. Since all

rhythm is basically duple, triple rhythms are instinctively felt in groups

of two, the first assuming the strong, the second the weak, beat; in

the Viennese waltz, for instance, the measures, in 3/4 time, tend to

pair themselves in groups of two, the first taking a stronger, or rising,

accent, and the second a weaker, or falling, stress. In the triple-

stress verse, therefore, it is the lines which tend to be felt in groups

0; two, so that the inherent balance and symmetry derives from pairs

0 lines.
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coincidence of accentual stress and long syllable augments the

regularity and emphasis of the beat. This may very well have been

what impelled Eliot to the use of this metre at these points in the

cycle. The final section of the last movement in each quartet

effects a resolution and reconciliation of all problems and ambi-

guities considered and all opposites posed within the poem; and the

essence of resolution and reconciliation is simplification. Eliot

certainly concurred with St. Thomas Aquinas in the belief that

"God is the first of simple substances. " Each quartet attains its

resolution- -and "Little Gidding" achieves the resolution of the entire

cycle--in terms of Love, which to Eliot is synonymous with God,

and of the Incarnation, which is the Ultimate Reality, and therefore

the Ultimate Simplicity, available to man.

Perhaps also it would not be too immoderate to suggeSt that in

the triple- stress metre, with its three pulses per unit, Eliot saw a

rhythmic analogy and a poetic vehicle inherently suited to the expres-

sion of his philosophical and religious concept of the Trinity--God

Incarnate, the Word made manifest, when the crowned knot, the

fire, and the rose are one.

Changing Metres
 

The foregoing discussion of rhythmic counterpoint will have

amply illustrated Eliot's skillful use of the musically-analogous

device of changing metres in Four Qpartets, and the degree to which
 

w
u
-
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they are assimilated into the basic structure of the strong- stress verse

of his late poetry. In Eliot's hands the rhythmic device goes far beyond

merely providing for variation and rhythmic interest in long discursive

passages and becomes an effective vehicle for an expressive, while

well-modulated, syntactic flow. But the use of changing metres is

by no means restricted to the strong- stress verse; Eliot frequently

employs it with great effect in passages written in formal or tradi-

tional metrical forms. The fourth movement of "Little Gidding"

consists of two nearly identical stanzas of seven lines each, rhyming

ababacc. The metre is a tetrameter, mostly in iambics with some

trochaic substitutions where the accent comes on the first syllable

of a foot. But in the first stanza the incisive four-stress tetrameter

rhythm is suddenly interrupted and slowed down by the insertion of

a trimeter line with only three stresses:

’-

The do’ve descejnding hrer the ai’r

With fléme of incandescent te’rror

Of whi’h the tofigues declaie

The 0 e discharge from $111 and e/rror.

The oflly hope, or else despa’ir

L158 '11 the chdice of pfr or pf e--

To be redeemed from fig: by fire.

The change of rhythm and metre on the third line has the same effect

as a ritardando (retard) in music. It is logical to assume that Eliot

wanted a retard at this point, since he could easily have inserted

anOther foot had he desired to maintain the rhythmic impulse; and

no doubt he utilized it to prepare the reader for the significant fourth
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line and thereby to emphasize the idea contained in that line. I recog-

nize that the effect may be somewhat different for a reader on the first

reading of these lines. He is probably anticipating four stresses on

the third line because of the pattern established by the first two, and

is feeling the rhythm as duple; therefore the missing expected fourth

stress and fourth foot will create a pause which has the effect of a

fermata, or pause, in music. However, once a reader knows the

lines and is aware of the metrical and rhythmic change, the retard

will probably occur as a consequence of an inherent tendency to

expand the triple pulse line to approximate the preceding lines time-

wise.

The same device is used in the parallel second stanza, although

here both the third and fourth lines, which together comprise a com-

plete dependent clause, are in trimeter with three stresses each.

The effect of the ritardando is the same as in the first stanza--to

bring the reader up short, so to speak, and prepare him for the

impact of the fifth line.

The fourth movement of "East Coker" provides one of the most

interesting examples of changing metre in connection with polymetric

rhythm to be found in the entire poem cycle. Here we have five iden-

tical stanzas of formal construction; each stanza is a cinquain, the

five lines rhyming £13112. All lines are in iambic feet, but instead

Of being metrically identical the first three lines of each stanza are

in tetrameter, the fourth in pentameter, and the sixth in hexameter.
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The essential rhythmic stress, however, does not follow the syllabic

numbers but is constant at four stresses per line:

/ / / /

The w'éiindb’d sb'rgeb’n pIi'e s the sté'él

/ / .i 1.
That qfibstid‘hs the distempE’red part;

/ / / I

an'é'aith the bl'e'édihg hands We fé'él

.1 .2 _. .4 .1
The sharp c‘dmpassi‘c’m of the healéi’"s art

I I / _4

R’ssblvihg thF‘é’nTgma bf the {Eve/r chart.

Because of the syllabic increment in the fourth and fifth lines there

is present a rhythmic expansion from the third through the fifth lines.

This is augmented by the effect of the constant four-stress accentual

metre, which means that there are more syllables per stress, or

per isochronic unit, which must be worked into the same time period.

There is thus a continuous increase in rhythmic concentration, with

a resultant build—up of energy and tension, through to the end of the

stanza. So, even in a formal-~and ostensibly uncomplex—-lyric,

Eliot has introduced a rhythmic sophistication which is remarkable.

Rhythmic Displacement
 

The other major musical rhythmic device of rhythmic displace-

ment, which Eliot first introduced into his early poetry, is also found

to be effectively integrated in the mature rhythmic constructions of

Four Quartets. In the Opening movement of "Burnt Norton, " once the
 

basic thematic motives have been presented in the exposition section,
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the development promptly moves into a passage of frequent rhythmic

shifts with the transition from exploration of time past into time present:

Footfalls echo in the memory

Down the passage which we did not take

Towards the door we never opened

Into the rose-garden. My words echo

Thus, in your mind.

But to what purpose

Disturbing the dust on a bowl of rose-leaves

I do not know.

Other echoes

Inhabit the garden. Shall we follow?

The logical metrical construction here would have been to make the two-

beat phrase "Into the rose-garden" a cadence 1ine--which Eliot frequent-

ly does elsewhere, as we have seen. The next line would then have been

"My words echo thus, in your mind, " which, as a four-beat line, is

syntactically complete and logical as opposed to the actual construction

above, "Into the rose—garden. My words echo/, " and "Thus, in your

mind. But to what purpose/. " What Eliot has done--in the poetic

equivalent to music--is to shift the mensural divisions, i.e. , the bar

lines, so that the words which would normally come on the first and

second beats occur on the third and fourth beats and vice-versa. Thus,

in terms of musical beats and metrical division, Eliot has taken lines

which would normally be constructed

JJJJJJJJ

JlJllélél

JJJIJJJJJ
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and shifted the measure to give an off-beat structure:

JJJ JJJJJJ

JJJJJ IJI

JJJHJJJJ

etc . §

The shifted rhythm continues through the end of the passage quoted;

then, after a brief return to an on-beat line, or measure--"Quick,

said the bird, find them, find them, "--the shift is again introduced

in the lines:

Round the corner. Through the first gate,

Into our first world, shall we follow

The deception of the thrush? Into our first world.

A composer of music introduces a metrical transposition through

"bar line shift," or rhythmic displacement, for very specific reasons:

to obtain a rhythmic syncopation, to emphasize the accentual pattern

by the off-beat position, or to effect a contrast between the rhythmic

pattern of the melody and a regular underlying rhythm, usually in the

bass. Eliot, too, constructed his off-rhythms with specific intent.

In the passage under discussion, it would seem that he wanted the dis-

jointed effect imparted by the shifted accents in order to emphasize
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the disjunctive nature of time in its aspects of past, present, and

future when seen from the limited viewpoint of temporal existence.

Also, the off-rhythms combined with the sense and syntactic con-

struction tend to build a tension and anticipation which parallel the

expectancy and urgency of the flight through the future into potential

time and existence.

In the coda to the first movement of "East Coker" the equivalent

of a musical mensural shift occurs:

Dawn points, and another day

Prepares for heat and silence. Out at sea the dawn wind

Wrinkles and slides. I am here

Or there, or elsewhere. In my beginning.

The shift begins when the phrase "Prepares for heat and silence, "

instead of completing the first line, is put at the beginning of the

second. This shifts each succeeding half-line through to the cadence

"In my beginning, " which would normally start on the first, or strongest

beat, of the line.

The effect of the shift here, besides lending rhythmic contrast

to the movement, is to emphasize the external conditions--the heat

and the silence, the wrinkling and sliding of the wind--of the natural

environment which has given rise to this poem. And the motive

"In my beginning, " coming not only at the end of the movement, but

the end position in the line also, reinforces the idea with which the

poem opened--"In my beginning is my end. " Thus there is in this
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movement not only a perfect motivic integration of form and content,

but a rhythmic one as well.

Many other instances of this rhythmic device could be cited from

Four Quartets, some of a more emphatic and obvious rhythmic charac-
 

ter, others less incisive and more subtly interwoven into the metrical

pattern; compare these two examples:

It tosses up our losses, the torn seine,

The shattered lobsterpot, the broken oar

And the gear of foreign dead men. The sea has many voices,

Many gods and many voices.

The salt is on the briar rose,

The fog is in the fir trees.

The sea howl

And the sea yelp, are different voices

Often together heard; . . .

("The Dry Salvages, " I)

The moment of the rose and the moment of the yew-tree

Are of equal duration. A people without history

Is not redeemed from time, for history is a pattern

Of timeless moments. So, while the light fails

On a winter's afternoon, in a secluded chapel

History is now and England.

With the drawing of this Love and the voice of this Calling

( "Little Gidding, " V)

One further example, from the fourth movement of "Burnt Norton, "

might be cited as combining changing rhythms with mensural shift

to create a rhythmic pattern designed for a specific poetic function:

Will the sunflower turn to us, will the clematis

Stray down, bend to us; tendril and spray

Clutch and cling?

Chill
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Fingers of yew be curled

Down on us? After the kingfisher's wing

Has answered light to light, and is silent, the light

is still

At the still point of the turning world.

In the decreasing stress pattern from four per line to two to the mono-

syllabic line "Chill" there is a rhythmic contraction with an accompany-

ing tempo retardation which’effectively conveys in the rhythm the idea

of loss of vitality ending in death, which is one of the two opposite

possibilities posed in the movement. The retardation, plus the effect

of the off-beat shifts, results in added impact on the death metaphor

"Chill/ Fingers of yew be curled/ Down on us?" With the reintroduc-

tion of the sun, the vital center, symbol of life and the ultimate

"still point, " there is a return to the original rhythm in a rescuci-

tation, or revitalization, of the life force. Again, then, rhythm

has been consciously manipulated through its analogous musical

devices in such a way as to produce a close correspondence between

the substance and the medium.

Eliot and the Generative Nature of Rhythm

Psychic and Biological Aspects
 

On a different level entirely, one much more profound and recon-

dite than that of formal musical structure or the rhythmic pattern of

the line, Eliot conceived of rhythm as an element not only fundamental

and organic to poetic expression, but in large measure a generative
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force capable of originating and stimulating the poetic idea. In the

passage from "The Music of Poetry" previously quoted the poet stated,

"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 may bring to birth the idea and the

image . . . " This is not a matter of accident, nor yet does it derive

from conscious contrivance; rather, it has its origin in the recesses

of the human psyche. Eliot elaborated on his concept at somewhat

greater length in discussing what he terms the "auditory imagination":

. .the feeling for syllable and rhythm, penetrating far below

the conscious levels of thought and feeling, invigorating every

word; sinking to the most primitive and forgotten, returning to

the origin and bringing something back, seeking the beginning and

the end. It works through meanings, certainly, or not without

meanings in the ordinary sense, and fuses the old and obliterated

and the trite, the current, and the new and surprising, the most

ancient and the most civilized mentality. 4

Thus rhythm for Eliot would seem to be something which is basic

to human existence, a psychic phenomenon going back to the very

origins of man and retained in his subconscious mind, possibly in

the form of archetypal patterns having their genesis in the incantatory

rhythms of primitive ritual. 65 F.O. Matthiessen speaks of Eliot's

 

64 In his essay "Matthew Arnold" (March 3, 1933), included

in The Use of Poetry: and the LUse 9f Criticism (London: Faber and

Faber Limited, 1934), pp. 118-119.

65 There is a markedly close relationship between this con-

cept of Eliot and W. B. Yeats's anima mundi, that general mind and

world soul, the "Great Memory passing on from generation to genera-

tion. " In the anima mundi exist all images, all thought, intuition

 

 



167

"understanding of the fact that poetic rhythm by means of its power

of incantation is able to renew one of the most primitive elements of

man's experience at the same time that it gives expression to the last

subtle nuances of civilized feeling . . ."66 Eliot's concept that the

feeling for rhythm lies "far below the conscious levels of thought"

illuminated what he meant when he stated, in connection with The

.67

 

Divine Comedy, that "poetry can communicate before it is understood. '

In other words, poetic rhythm can begin to stir us and awaken in us

an emotional response, a feeling for the image and the expression,

before the mind synthesizes and brings to conscious intellectual

 

and knowledge available to mankind in any age; thus it is a great store-

house of archetypal ideas and psychic phenomena existing from the

most primitive times. Discussing the fact that the thought had been

repeatedly before him that there is a contact or mingling of minds

with minds who had followed a like study in some other age, and

that these minds still saw and thought and chose, Yeats wrote, "Our

daily thought was certainly but the line of foam at the shallow edge

of a vast luminous sea; Henry More's Anima Mundi, Wordsworth's

'immortal sea which brought us hither', and near whose edge the child-

ren sport, and in that sea there were some who swam or sailed,

explorers who perhaps knew all its shores. " From "Anima Mundi, "

Per Amica Silentia Lunae (1917), in Mythologies (New York: The

Macmillan Company, 1959), p. 346.

 

 

66 F.O. Matthiessen, The Achievement of T.S. Eliot, Third

Edition, revised and enlarged; First Galaxy Edition (New York: Oxford

University Press, 1959), p. 89.

 

67 In his essay "Dante, " included in Selected Essays, New

Edition (New York: Harcourt, Brace and Company, 1950), p. 200.

Eliot in fact poses this ability to communicate before the poetry

is understood as a test--"(a positive test, I do not assert that it

is always valid negatively)"--of genuine poetry.
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68

understanding what is being said.

By its very essence, this generative aspect of rhythm is something

which cannot be isolated and identified, but must be understood intuitively.

 

53 The validity of Eliot's concept, and the fact that he is by

no means alone in this reaction to poetic communication, is vividly

confirmed by an experience described by Maxim Gorki in discussing

the Habima Theatre. Gorki relates:

I have seen three performances of Pinski's _'I_‘_l_1§

Eternal Jew, where the prophet of the days of the Des-

truction of the Temple is shown in all his tragic gran-

deur. Without understanding the language, and only by

the pleasure of listening to the sound and rhythm, did I

feel all the anguish of the prophet who was not understood

by his people he loved so dearly. I felt the great despair

of a painstricken heart. But it wasn't the play itself that

made the deep impression. No, this impression was cre-

ated by the harmony of the performance, by the musical

unity of the ensemble at large and each individual in and

for himself.

 

From Appendix 1, "Maxim Gorki on the Habima, " in Habima, by

Raikin Ben-Ari, translated by A. H. Gross and I. Soref (New York,

London: Thomas Yoseloff, 1957), p. 239.

A related phenomenon is discussed by the playwright Michel

de Ghelderode in considering the musical aspects of speech in his

works:

A kind of education of the ear leads me to demand

a certain music in human speech.

On the stage you can feel very strongly that a musical

requirement is prevalent in my prose, in my theatrical lan-

guage.

Then again, many works have come to me with music

in their interstices, an underlying music. This is a fact

that has often struck me--while I was writing certain plays,

I had old refrains in my head and they followed me and pur-

sued me the whole length of my work.

M. de Ghelderode narrates specific examples to illustrate this phenom-

enon, which he feels is not peculiar to himself. "Many writers as well

as the poets have these solicitudes of a harmonic order, admit to cer-

tain manias . . .It is, moreover, this same eternal music that we demand

“
'
1
'
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Since it exists below the conscious levels of thought and feeling and

is a cause rather than a result in the process of poetic expression,

it cannot be laid out on the dissecting table and exposed to either gross

inspection or microscopic examination. Rather, its influence and

presence may only be felt, emotionally apprehended, in the poetry

itself. It is therefore manifestly impossible to discuss and analyze

it in the same terms in which we have explored the rhythm of the

line or the overall rhythmic pattern of Four Quartets within the
 

individual poems and in the work as a whole. At the same time,

since this basic rhythmic vitality is so causal to the entire poetic

expression, it cannot be divorced from the specific and concrete

elements of the poetry. It is thus an inextricable component of the

whole poem, primary to, and intuitively bound up with, both idea and

image.

Paul Valgry, one of the first and most: important of the French

Symbolists, and a major influence on Eliot's concepts of the structure

and function of poetry, has, with something of a reverse twist, applied

this principle rather concretely to the reading and interpretation

 

from poems that I want to find again in the best theatre, welling

up hidden in the dramatic prose, and running beneath it, mur-

muring and invisible. "

These remarks are excerpted from the essay "The Ostend In-

terviews, " translated by George Hanger, which accompanies

de Ghelderode's play Pantagleize, included in The New Theatre

of Europe, edited with an Introduction by Robert W. Corrigan and

containing individual essays by the playwrights (New York: Dell

Publishing Co., Inc., 1962), pp. 227-229.
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of poetry. In "On Speaking Verse" in his book The Art of Poetry, 69
 

he states that poetry, as an oral form, demands an interpreter and

must be read, a poem having in itself no real or precise meaning

but being rather a potentiality, an abstraction awaiting the oral

interpretation. Vale’ry proposes that the delivery of poetry should

start from song and descend to the proper level, rather than vice

versa, since he sees the plan of relating poetry to song exact in

principle and in accordance with both the origins and the essence

of the art. Song and prose he sees as symmetrically placed in rela—

tion to verse, which demandsa certain very intimate union between

the physical reality of the sound and the "virtual excitations" of

sense, and which holds an admirable and very delicate balance

between the sensual and intellectual forces of language. In reciting,

he says, one should get used to the melody of his lines--sentences

doubly organized by syntax and prosody, which comprise a sonorous,

spiritual substance and cunningly engender a form full of life.

"Do not be in a hurry to reach the meaning, " Vale/ry admonishes.

"Approach it without forcing, and, as it were, imperceptibly. Attain

the tenderness and the violence only by the music and through it.

Refrain for as long as possible from emphasizing words; so far there

are no words, only syllables and rhythms. Remain in this purely

musical state until the. moment the meaning, having gradually

fl

‘59 Ed. cit., pp. 159-166.

“
I
“
.
.
.

"
4
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supervened, can no longer mar the musical form. You will finally intro-

duce it as the supreme nuance which will transfigure your piece with-

out altering it. But first of all you must have learned your piece. "70

ItiS characteristic of T.S. Eliot that his poetic theories and critical

concepts, however precocious and pregnant with insight, bear a strong

analogy to the proverbial deceptive iceberg in that there is always

much more implicit and existent below the surface than is specifically

expressed and immediately apparent. This is certainly true of his

ideas of the primal and psychic nature of rhythm as a motivating

force of aesthetic expression in man. It is notable that there is

implicit here an intuitive understanding and an expressed anticipation

of a new science: the science of biological rhythm, which is even at

the present day a very young discipline, and one that hardly existed

at the time Eliot was writing, except as a group of sporadic and unre-

lated experiments and observations by a few individual scientists.

Research in biological rhythms has in the last few years spread all

over the world and is now an important, expanding, and highly inter-

disciplinary study embracing many fields: botany, forestry, and

agriculture; various branches of zoology; veterinary and human medi-

cine; biochemistry, physiology, psychology, and pathology; mathe-

matics, statistics, cybernetics, and philosophy. But it was only as

recently as 1937 that the Society for Biological Rhythm, the first

70 1319., p. 165.
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international society for the study of biological rhythms, was founded

by seven scientists--five physicians, one botanist, and one zoologist.

T.S. Eliot, however, as early as 1925, proposing various qualifica-

tions for the ideal student and critic of the dance, had stated,

"And, finally, he should track down the secrets of rhythm in the

(still undeveloped) science, of neurology. "

What Eliot both intuitively apprehended and consciously perceived

is what scientific re search in biological rhythm has been increasingly

documenting: that man, like all living organisms, not only exists

in an essentially rhythmic universe, but is himself a creature whose

very life forces are rhythmically generated and subsequently directed

and controlled by a complex multiplicity of rhythmic periodicities.

It has long been recognized of course that man lives in a universe,

a world, and a physical environment whose structure pulses with a

manifold variety of external rhythms--diurnal, tidal, seasonal, solar,

sidereal; and most theories of material creation, such as that of the

expanding and contracting universe, the "big bang" theory, and others,

are essentially rhythmic in concept. Too, rhythmic phenomena in

the animated world has long claimed the attention of naturalists;

as, for instance, Linnaeus' famous flower clock, based on the fact

that the flowers of various plants open and close at different times

 

71 In "The Ballet," in The Criterion, 111, No. 11 (April 1925),

pp. 441-442. The article was essentially a review of Cecil J. Sharpe's

The Dance and 'l'yra de Kleen's Mudras.
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of the day, but so regularly in each case that one could set a clock

by them. But it has remained for present-day biological rhythm

research to discover the nature and extent of man's subjection to

endogenous rhythms-~those inherent in his physiological and psycho-

logical make-up and which operate independent of external factors--

and of the exogenous rhythms developed under the influence of external

periodic phenomena. The magnitude of the subject is immense;

Dr. Arne Sollberger, in Biological Rhythm Research, discussing
 

the endogenous rhythms as being caused by biological oscillators,

states, "They run with frequencies from 1000 c/sec to durations

of one day, month, year or more. There are: rhythmic nervous

activity (nerve impulses, electroencephalogram, tremor; tapping,

chewing, walking andbreathing rhythms); other rhythmic muscular

contractions (wing beats, ear movements in bats, periodic opening

of mussel valves, contraction waves in worms, peristalsis, gastric

or uterine contractions, heart rates, pulse waves, blood pressure

variations, etc. ); mental activity rhythms (in reaction times, inter-

pretation of ambiguous optic illusions, judgment of time durations

and creativitY); variations in depth of sleep or frequency of dreaming;

protoplasmic rhythms (contracting vacuoles, ciliary motion, cir-

cumnutatingmovements of growing plant tendrils); cyclic water and

ion exchange over cell membranes or electric biopotential fluctua-

tion in plant I‘OOtS; rhythmic glandular secretion; sexual cycles. "72

 

72 Arne Sollberger, Biological Rhythm Research (Amsterdam,

London, New York: Elsevier Publishing Company, 1965), p. 9, par.
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The complexity of the rhythmic orientation of man is illustrated

by the fact that the exogenous rhythms involve not only the circadian

(24-hr), lunar, and seasonal, as well as others such as the solar

sun- spot cycles, but also occur as harmonics and subharmonics

of these periods. (And note that there is not just one specific

lunar period, but, depending on which astronomical reference

points are used, we have the calendar, synodic, anomalistic,

sidereal, tropical, and nodal, or draconic, months, varying from

30.44 to 27.21 days.) Dr. Sollberger's discussion of the twenty-

four hour exogenous rhythm alone includes, as related to man,

activity rhythms, temperature rhythms, metabolic rhythms, rhythms

of body electrolytes, rhythms of enzymes and hormones, rhythms of

blood constituents, circulation and respiration rhythms, urine rhythms,

rhythms in the nervous system, sensitivity rhythms, rhythms in

obstetrics and gynecology, and rhythms of morphology and mitosis.

Thus, when Eliot, in "Burnt Norton, " II, talks of "The dance along

the artery/ The circulation of the lymph," he is not indulging as

pure a flight of poetic fancy as might at first be thought.

On the level of the psychic, or subconscious, as opposed to

the purely physiological (if such a simple differentiation can be made),

1. 15. This relatively recent work reviews and sums up all pertinent

research and experimentation relating to biological rhythm up to the

date of its publication. It appears to be truly comprehensive; one

notes that its bibliography consists of approximately 3600 items.

“
.
4
7
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while the evidence is much less tangible and demonstrable, modern

biological rhythm science has tended to corroborate Eliot's ideas.

Sollberger frequently cites rhythms in the cells, not only in plants

and lower animals, but in the body cells of man, as they relate to

behavioral phenomena. "Even in the basic parts of cellular proto-

plasm," he observes, "the oscillatory capacity still rests."73

He notes that it is clear that rhythms appear even in unicellular organ-

isms, and, considering the evolutionary aspects of cell development,

points out that what develops is an increasing complexity in the

apparatus which carries the rhythms and the coupling to the external

world. Discussing endogenous clock mechanisms, he says, "The

universality of the biological clock indicates that it must be localized

in the most fundamental aspects of the cells. "74 In connection with

protoplasmic streaming in cells he states that "rhythmic fluctuation

in protoplasmic flow must be closely connected with the basic ener-

"75 And from certaingetic metabolic processes of living matter.

experiments conducted on this subject he concludes that there are

deep- seated mechanisms existent in the cells which are not even

influenced by rather drastic changes in the protein state.

Approaching even more closely to Eliot's concept, Sollberger,

H A _A A. A 4+

v fiv V v

73 Ibid., p. 309, par. 27.11.

74 Ibid., p. 69, par. 5.13.

75 Ibid., p. 85, par. 6.29.

W
"
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discussing the female menstrual cycle of 28 (or perhaps 29. 5) days

in relation to lunar periodicities ium, suggests "the possibility

of a genetical memory (caused by selection) from our ancestral shore

life . . ."76 Other studies in the rhythms of memory, cited by

Sollberger, have been made by A.I. Gates and W.A. Lay. 77 Rhythms

have also been found in the psyche, according to the study reported

by H. Hampp in the article "Die Tagesrhythmischen Schwankungen

der Stimmung und des Antriebes beim gesunden Mensch, " appearing

in Archiv fiir Psychiatrie und Nervenkrankheiten, 201 (1961), p. 355.
 

While the relationship between the different levels of rhythm organi-

zation are not yet clearly understood, Sollberger reports that in

higher organisms the nervous system is important in the control of

the rhythms; he also reports on the work of F. Halberg, who dis-

tinguishes between several developmentally determined levels of

rhythm activity, which are interacting: the cellular, endocrine, and

neural, or central nervous system--"where the neural may be en-

trained chiefly by dominant synchronizers, the cellular perhaps by

weaker synchronizers, and where there is a feedback between the

76 Ibid., p. 281, par. 24.46.

77 A.I. Gates, "Diurnal Variations in Memory and Associa-

tion, " University of California Publications in Psychology, I (1916),

pp. 323 ff. F

W.A. Lay, "Uber das Morgen- und Abendlernen, " Zeit-

schrift fur die Erforschupg und Behaan des jugendlichen Schwach—

sinns auf wissenschaftlicher Gru‘ndfage, V (1912), pp. 285 ff.
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78 ,, .

levels. " He then proposes, In man there is perhaps a fourth,

psychological level with more or less conscious attempts to modify

the rhythmic control, creating new complicated feedback channels. "79

The organizational levels and their rhythm control are presented

schematically by Dr. Sollberger in the following diagram:80
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This subject of the organizational levels as they relate to rhythm,

 

  

 
 

 

 

and the relation of the conscious and subconscious levels of control,

finds a sympathetic, and previously-existent, understanding onthe

 

78 Sollberger, op. cit., p. 309, par. 27. 11.

79 Ibid.

801bid., p. 271, Fig. 24.18a.

 

W
o
n
-



178

part of Eliot. This is evidenced in his essay on Rudyard Kipling cited

earlier; in considering the function and intent of the author's verse, he

write5 :

For Kipling the poem is something which is intended to act-- -

and for the most part his poems are intended to elicit the—same

response from all readers, and only the response which they

can make in common. For other poets-~at least, for some

other poets--the poem may begin to shape itself in fragments

of musical rhythm, and its structure will first appear in terms

of something analogous to musical form ;. and such poets find

it expedient to occupy their conscious mind with the craftsman's

problems, leaving the deeper meaning to emerge, if there,

from a lower level. It is a question then of what one chooses

to be conscious of, and of how much of the meaning, in a poem,

is conveyed direct to the intelligence and how much is conveyed

indirectly by the musical impression upon the sensibility--always

remembering that the use of the word 'musical' and of musical

analogies, in discussing poetry, has its dangers if we do not con-

stantly check its limitations: for the music of verse is inseparable

from the meanings and associations of words. If I say then, that

this musical concern is seconthry and infrequent with Kipling,

I am not implying any inferiority of craftsmanship, but rather a

different order of value%from that which we expect to determine

the structure of poetry.

Thus it would seem that Eliot's perception of the primal and

generative nature of rhythm as it relates to man physiologically and

psychologically anticipated the recent findings and continuing inves-

tigations of the young science of biological rhythm. Clearly, for J

Eliot, poetic meaning, which is developed and shaped both on the

levels of conscious intellection and subconscious stimulation of the

sensibilities, has its initial overt manifestation in terms of musical

rhythm whose genesis lies in the fundamental rhythms of man's

 

81 Op. cit., p. 21.
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material and psychic being. Certainly his concept of "the feeling for

syllable and rhythm, penetrating far below the conscious levels of

thought and feeling, invigorating every word; sinking to the most

primitive and forgotten, returning to the origin and bringing something

back, seeking the beginning and the end," appears as deeply rooted

in scientific fact as in poetic intuition.

The Rhythmic Genesis Of Four Quartets
 

It is readily apparent that the phenomenon of time is of basic

importance to the science of biological rhythm. In this connection

Dr. Sollberger's book contains speculation as to the nature of time

and consideration of various theories of time and their implications;

and while much too long to be examined here, his explorations are

of particular interest for their philosophical inquiry which finds

common ground in Eliot's concern with the reality of time as explored

in Four Quartets, and conversely for the scientific implications
 

abounding in Eliot's phiIOSOphical— religious cycle. The interesting

parallels which keep recurring between the scientific and poetic

works in their consideration of time as flux and as duration, and of

pattern and stillness as it relates to time, provide continuing corro-

boration of Eliot's insight into the rhythmic nature of man's physical

existence and psychic motivation. And since the element of rhythm is

fundamental both to music and to Eliot's views on the analogies of

music and poetry, it may be pertinent to examine some of the
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disciplinary parallels which emerge.

Dr. Sollberger points out that living matter displays incessant

movement in space and time and that indeed, complete cessation 0f

movement means death. The relation of stillness and movement is

a major theme of Four Quartets, and Eliot likewise perceives the
 

relationship of continuous motion and physical existence:

Internal darkness, deprivation

And destitution of all property,

Desiccation of the world of sense,

Evacuation of the world of fancy,

Inoperancy of the world of spirit;

This is the one way, and the other

Is the same, not in movement

But abstention from movement; . . .

( "Burnt Norton, " III)

Similarly, our physical surroundings are incessantly moving, from

the parts of an atom to celestial bodies. In both the external world

and in living organisms there is an unceasing redistribution of material

in space and time, and some of these changes are rhythmic.

In space we may have rhythmic spatial patterns such as the

arrangement of thread in lace, grooves in a phonograph record,

crystal lattices, earth crust configurations . . . or even the

curves in our rhythm graphs. In time we may have rhythmic

temporal patterns, as in a melody or the rattle of a machine gun.

Often, spatial and temporal patterns may be combined, as in the

movement of machinery, falling drops, sounding strings, nerve

signals, or pulse waves. If we shake the ends of a cord sideways

we will generate spatial waves movi ng in time. The two patterns

may sometimes be interconverted. A record may be played, the

sound of a singer may be recorded on tape. In such cases the spa-

tial pattern may be regarded as a memory of the temporal one.
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Our rggthm graphs are spatial memories of temporal happen-

ings.

Time, notes Sollberger, is the medium in which biological rhythms

revolve, and the events in biological rhythms are chiefly temporal,

though there are exceptions such as spatial patterns resulting from

rhythmic growth (1. e. , seasonal tree rings, ramifications in trees .

or pinecones, growth of mushrooms in concentric rings, segmenta-

tions of the body in animals, rhythmic color pattern in butterfly

wings, bird feathers, tiger furs, bands in the enamel of deciduous

teeth). Eliot too sees time as the medium in which rhythmic pattern.

is generated. The search for the pattern as the key to meaning

is fundamental to Four Quartets, and pattern is frequently imaged
 

in spatial terms.

Words move, music moves

Only in time ........

....... Words, after speech, reach

Into the silence. Only by the form, the pattern,

Can words or music reach

The stillness, as a Chinese jar still

Moves perpetually in its stillness.

( "Burnt Norton, " V)

Discussing theories‘of time, Dr. Sollberger speculates:

_. Ag

*— fi

32 Sollberger, op. cit., p. 166, par. 19.3.
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We may even postulate a hierarchy of times in a serial uni-

verse, in which we envisage future and past as existing alike,

with an observer moving in the direction future, his progress

being, however, tiined by an observer moving in another time

dimension, who is in turn timed by yet another observer in yet

another time dimension, and so on ad infipitum. In this case

we accept the existence of precognitiofid

 

Similarly, Eliot considers the simultaneity of discretely-

perceived time schemes—-which includes all events and knowledge as

well.

Time present and time past

Are both perhaps present in time future,

And time future contained in time past.

( "Burnt Norton, " I)

In discussing events, Sollberger states:

Many things only exist for a certain time. We may regard

them as events, with the dimension energy—duration. If the

duration of an event is very long, the energy may approach

zero, a quite appropriate description of ghosts and material-

isations, if we choose to accept such phenomena. Since events

have a duration we may also define a frequency for them. Ac-

tually, a periodic process is the perfect event possessing a

definite amount of both energy and duration. 4’

Eliot's concepts of time and event embraced these scientific pro-

jections. We may note, for example, a passage from "Little Gidding, "

I, expressing implicitly beneath its metaphor the idea of energy dura-

tion approaching depletion:

v—w fi

83 Ibid., p. 66, par. 5.3.

34 Ibid., p. 67, par. 5.5.
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............... Now the hedgerow

Is blanched for an hour with transitory blossom

Of snow, a bloom more sudden

Than that of summer, neither budding nor fading,

Not in the scheme of generation.

Where is the summer, the unimaginable

Zero summer?

The entire first section of the first movement of "Little Gidding" is

of course concerned with the cyclical season change, though Eliot

uses the event as a ground, or point of departure, for a metaphori-

cal treatment of existence both outside time as well as in eternal

time. Even further, however, the poet has implicitly introduced

the idea of entropy change as related to time. Sollberger, dis-

cussing homeostasis, advises that "a spontaneous, truly endogenous
 

alternation between utilization and storage of energy, of actio and

reactio, of entropy increase and reversal, is necessary for the

maintenance of life. "85 (Previously, in considering the energy

storage rhythm, he had noted that there is an incessant change

between feeding and resting, i. e. , between energy storage and energy

utilization in the body, this being a basic physiological phenomenon,

conditional for our adaptation for the need for rapid action and surviv-

)86
al. In the poetic passage, Eliot is writing of a moment in time,

a point in the seasonal cycle--"Midwinter spring"--when the entropy

fi

85 Ibid., p. 23, par. 2.2.

86 Ibid., p. 4, par. 1.4.
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of the natural cycle has reached its point of change, of reversal, and

is therefore--for a moment so infinitesimal as to be practically non-

existent- -at the still point, the point of zero energy, when actio has
 

reached its terminus and 5318?? has not yet begun. Since at this

still point there is no movement and no change, since winter has

reached its moment of exhaustion but spring has not quite begun its

entropic increase, the moment is "Sempiternal, " and "Suspended in

time, between pole and tropic." Thus, "There is no earth smell/

Or smell of living thing, " for "This is the spring time/ But not in

time's covenant. " The poet is, for this brief micro-moment, truly

outside of time, a condition attained as a function of the rhythmic

nature of existence and the entropic rhythm of the physical universe. 87

In the second movement of "Burnt Norton, " both the idea and

image and the specific rhythm and tempo of the Opening section are

clearly generated by the basic concept of the rhythmic structure of

the cosmos. The whirling of cosmic bodies is elicited by the whirling

tempo which propels us in fifteen short lines from the earthly reality

of clotting mud to eternal sublimity among the stars. Here again are

all of the basic elements required for the redemption and reconciliation

 

87 For an interesting study of entropy applied to various

areas outside the realm of traditional thermodynamics, see Stan-

ley W. Angrist and Loren G. Hepler's "Demons, Poetry, and

Life: A Thermodynamic View, " in The Texas Quarterly, X, No.

1 (Spring 1967), pp. 26- 35. The paper includes a bFief discussion

of entropy as applied to literature and language.
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of time: incessant rhythmic movement, as carried in the imagery

of the "trilling wire in the blood, " the "dance along the artery, "

and the "circulation of the lymph"; the pattern, manifested in the

"light upon the figured leaf" and the eternal pattern pursued by the

boarhound and the boat; and the resultant still point reached in recon-

cilement among the eternal stars. Thus, originating as a rhythmic

concept, the rhythmic structure generated by the underlying rhythmic

motivation, and defined in images of rhythmic substance, the poetry

expresses the reconciliation of all opposites and finds in eternity

the resolution of the apparent flux of life.

Nowhere in Four Quartets is the connection between rhythm and
 

substance more apparent than in the third, or development, section

of the first movement of "East Coker. " Here the poet, stimulated

by his physical and Spiritual return to the place of his ancestors,

has reached far back into the subconscious levels of thought and

feeling and, from the vantage point of the present timeless moment

intersecting the eternal stream of timeless moments in which all

such moments have simultaneous existence, he is united with his

forebears in their summer midnight country revels. The rhythmic

expression in which the poem manifests itself is that of a dance.

But this is not the dance of a drawing-room minuet or the classical

ballet; this is the dance of a peasant people and its rhythms are rooted

in the soil and are indigenous to the whole ethos of a country folk.

The picture which emerges, the idea and the image which the rhythm
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brings to birth is not a Degas rehearsal scene in impressionistic

pastel, but rather a full-blooded, earthy and Stolid Breughel. For

these are rustic people, "Rustically solemn or in rustic laughter/

Lifting heavy feet in clumsy shoes, " and their shoes are covered with

good rich loam, and lifted in country mirth. While virile and moving,

the beat of the rhythm is sombre and tends to an alternation of heavy

and light, evoking the stamping of heavy peasant boots--"ng and

two . . .by the hafnd or the a/rm . . .Round and ro{lnd . . .E2{rth

feet, loam feet . . .Keeping tifne, / keeping the rhy/thm . . ."

In the final lines of the section Eliot conjoins the rhythm of

the farmers' dancing with the rhythm of "their living in the living

seasons, " and deftly implants their existence within a hierarchy

of rhythmic cycles, including those of the seasons and the constella-

tions. Thus the rhythmic essence of man's being is manifested in

his dancing and is implicit in "The time of milking and the time of

harvest/ The time of the coupling of man and woman/ And that of

beasts, " and both the bucolic dance rhythms and the cyclic images

of "Feet rising and falling. / Eating and drinking. Dung and death"

become metaphors for the eternal cosmic cycle.

The opening of the second movement of "East Coker" is inter-

esting for its rhythmic parallel to the corresponding section of

"Burnt Norton. " Here again, in a brief seventeen lines, is the fast,

whirling, four-stress tempo which moves from opening to resolution

without pause or hesitation. The idea and imagery generated by the
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rhythmic ground is markedly similar to that in the other quartet;

there is a move from the phenomena of earthly reality to that of

the cosmos. What is depicted is an ostensible confusion in the

seasons and their concomitant natural events accompanied by a simi-

lar chaotic condition in the constellations. Essentially, however,

the disharmony is merelyzapparent, and exists only as a result of

the uncertainty of human perception and knowledge. The events

are not truly incongruous, but result from a point of cyclical rever-

sal having been reached in the seasonal pattern. The overlapping of

the seasons is but a visible effect of the congruence of end and begin-

ning, which is the thematic motive of "East Coker. " The underlying

rhythmic harmony of the universe is undisturbed and is imaged in

the larger cosmic terms of the resolution which sees the world re-

turned to "that destructive fire/ Which burns before the ice-cap

reigns. " Rhythm again is the generative and substantive force of

the poetic expression.

One might readily anticipate that in a poem as deeply religious,

 

and as vitally rooted in rhythmic genesis, as FourQuartetsthere

would be passages of an incantatory nature. There are, in fact,

passages ranging from a few brief lines to an entire section whose

rhythms and moods combine to evoke the most ancient poetic expres-

sion known to man, in which the verbal and musical elements coexi sted

inseparably. Possibly the most direct example is that of the prayer

to the Virgin comprising the fourth movement of "The Dry Salvages. "

“
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The verse here is typically in an accentual metre with a free syllabic

pattern, but the syntactic flow is without strong stress and produces

an effect of incantation, or liturgical chant. The three stanzas evidence

a strong affinity both in style and structure with the Catholic or Anglican

litany. Each stanza is composed almost entirely of run-on lines, com-

prising just one complete grammatical unit per stanza; and the final

two- stress line of each stanza (two final lines in the second), following

the group of four- stress lines (four- and five- stress in the third stanza),

strongly evokes the cadence-like phrases of antiphonal response which

run through much of the litany. One can readily hear, for instance, the

priest intoning, "Repeat a prayer also on behalf of/ Women who have

seen their sons or husbands/ Setting forth, and not returning:/, " to be

answered by the choir and congregation: "Figlia del tuo figlio, / Queen

of Heaven." An appropriate melodic progression of the cadence is

needed for the full effect, as:

Example 5

 

Re-peat a prayer al- so on be-half of Wom-en who have seen their

a  

 

sons or bus-bands Set-ting forth and not re - turn-ing

spans; m M

   

Fi-glia del tu-o fi-glio Queen of Heav-en
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It is not necessary, of course, or probably even desirable, to read

these lines in such a literal liturgical style; nevertheless, this idiom

seems to be implicit in the mood and style of the poetry, and the

explicit verbal expression would seem to have taken form from a

preceding and underlying rhythm of incantation.

Ev

Of all of the magnificent imagery of FourQuartets which takes
 

its being from a movement of syllable and rhythm existent far below

conscious levels of thought, none reaches farther back to the origins

of man's physical and psychic existence than the primordial imagery

of the sea which underlies "The Dry Salvages, " most particularly

in its first two movements. Man has always been inextricably bound

to the sea. Aeons ago he was born in it and of it, and it has never

ceased to exert on him an irresistible attraction which has manifested

itself not only in his material and physical life but in all of his varied

forms of aesthetic and religious expression. The sea, as Eliot says,

has--and always has had--many gods and many voices. In man's

most primitive time it was literally a god; as he lost some of his

aboriginal innocence it became transmuted with symbolic significance.

But it has ever been to man the source and genesis of life, fertile

womb of the great Earth Mother, symbol of birth and generation.

All of man's great mythologies have embraced the sea at some vital

point; the sagas of all nations have found it indispensable in delineating

the life-experience of their heroes; and in man's great epic poems the

-
-
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sea, or a variant of it, has been a powerful force, often acting as a

mighty supernatural protagonist, frequently with seeming personified

powers, binding man with man and defining man in his temporal en-

vironment while also serving as foil for his most exalted aspirations.

In these productions the sea has often seemed man's enemy and has

frequently brought him death; but it seems highly significant that in

such experience there is always implicit the idea of healing and rebirth.

In folk mythology and primitive religion death by water is linked to

resurrection and rebirth, as evidenced, for instance, in the vege-

tation cult rituals, and the continuation of the natural cycle is closely

linked to the restorative powers of the sea. Thus the sea is eternal

and is the source of eternal life.

All of this is implicit in Eliot's sharp and cutting evocation of

the sea, of its endless expanse, its myriad life forms, its varied

moods of deceptive quiet and capricious destructiveness, its sights

and sounds and smells, the surging power of its eternal, imponder-

able being. And in combining the "hints of earlier and other crea-

tion:/ The starfish, the hermit crab, the whale's backbone" and

other primitive sea creatures such as algae and sea anemone, with

such images of painful and poignant reality as "the torn seine, / The

shattered lobsterpot, the broken oar/ And the gear of foreign dead

men . . .The sea howl/ And the sea yelp, " the heaving groaner, the

seagull, the silent fog, the tolling bell, Eliot has surely fused the old

and the new, the primitive and the current, in a powerful metaphor of
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eternal time.

The underlying, essential rhythm which gives rise to the whole

image and idea is that of the eternal ground swell. The ground swell

is, of course, as ancient as the earth itself, one of the primordial

rhythms of man's environment, generated by the natural forces of the

solar system which are themsélves rhythmic in nature. It may be

noted that the first section of the first movement, which presents

the river as a metaphor of temporal time, time as succession, is in

a straightforward, conversational, almost prose rhythm; while

there is a definite regularity of stress, it is not heavily accented.

The rhythmic effect is thus one of straight line movement without

undulation, and is most appropriate to the metaphor. The river

becomes a liquid and flowing umbilicus joining man, in his cities,

to the great matrix of his first birth, the sea.

With the introduction of the sea image in the second section of

the movement, there is an immediate change, beginning with the

transitional line "The river is within us, the sea is all about us, "

to a verse rhythm which is highly onomatopoeic in conveying the

steady, languorous heaving of the ground swell. This is effected

by the tempo and the accentual rhythm in conjunction with the syllabic

construction. The tempo here is deliberate and unhurried, as accords

with the ground swell movement. The accent is basically four- stress,

but now entirely different from the sharp, undifferentiated, fast-

moving stress pattern of, say, "The wounded surgeon plies the steel, "
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or "Garlic and sapphires in the mud/ Clot the bedded axle-tree. "

Generally, each line falls into two rhythmically-equivalent halves,

separated by a natural caesura, which may or may not be reinforced

by punctuation. Each half-line contains two stresses, the second of

which tends to be more lightly stressed than the first. Perhaps the

effect is more properly described by saying that the first stress is

one of 3531s, and is marked by a rising accent, (while the second

carries a falling accent, or the sis. The accentual rise and fall is

 

reinforced by the predominance of feminine endings in both halves

of the line. Thus the rise and fall of the rhythm evokes the rise

and fall of the ground swell, and its repetition within the line, and

from verse to verse, augments the feeling of the regular, incessant,

and eternal movement of the ground swell, "that is and was from the

beginning. "

The brief, three-syllable cadence with which the first move-

ment of "The Dry Salvages" closes--

Clangs

The bell.

is a masterpiece of rhythmic and syllabic onomatopoeia. It may not

be obvious to the reader who has never been near the sea, but one who

has ever heard the rhythmic clanging of a bell-buoy rolling with the

heave and ebb of the ground swell will immediately recognize its verbal

equivalent in the long, deliberate, almost hesitant vowel of "Clangs, "

followed by the short, sharp vowel of the article--in a dotted rhythm
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relationship to the first vowel--and the immediately succeeding final

vowel, which dies away on the terminal liquid consonant. While the

rhythm is almost impossible to annotate musically, as are, for

instance, subtle nuances of jazz syncopation, it would probably look

approximately as follows:

Jfi J.

The extent of Eliot's mastery of the use of syllabic quantity is well

illustrated by this brief three-word phrase, which achieves a precise

rhythmic effect almost entirely through its syllabic structure.

The first section of the second movement, taking its theme from

the preceding movement, continues the rhythm of the ground swell;

but now, elaborating on its underlying motive that "there is no end,

but addition, " and portraying the eternal procession of mankind in

endless generations through its never-ending cycle of birth and death,

regularizes the rhythmic pattern even further in the formal stanzaic

structure of the sestina. The ceaseless undulation of the ground swell

is thus emphasized by the rise and fall, the rhythmic balance, of the

even number of lines within each sestet, the even balance of the six

stanzas and balance of pairs within the total structure, and the re-

curring rhyme scheme from stanza to stanza, the final one repeating

the rhyme words of the first verbatim and so establishing a further

cyclical recurrence of the whole.
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This continued reduplication and reinforcement of arsis and thesis,

 

recurring in structural level upon structural level throughout the sestina--

within the foot, the half-line, the verse, verse pairs, stanza pairs,

and so on—-serves to build the undulation of the ground swell, the ebb

and the flow, to the point where it becomes one, as it is in its rhythmic

essence, with the rhythmic flux of life with which the Four Quartets
 

are essentially concerned.

The rhythmic gene sis of form, idea, and poetic substance which

we have been considering in specific application may, on a very broad

basis, be detected in the whole vital idea and concept of Four Quartets.
 

For Eliot's theme of the union of the flux of time with the stillness

of eternity encompasses the concept of the essentially rhythmic nature

of universal existence. Flux itself--a regular, continuing, cyclical

reversal, at each end of which (i.e. , at each point of reversal) is

an imperceptible moment of complete stillness--involves rhythmic

regularity, and is in fact a manifestation of rhythmic action. Further

even, the very essence of rhythm is contained in the theme of Four
 

Quartets. Rhythm is basically a regular alternation of growth and

decay, of expansion and collapse. It embodies both the lasting of

change and a change of the lasting, thus both permanence and imper-

manence are implicit in it. The opposites which are the grounds of

existence of rhythm are the very elements whose conflicts Eliot is

concerned to re solvezendurance or lasting vs. passage and disintegration;
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persistence as opposed to succession; the reality of the present

moment in conflict with the unreality of timelessness (or more prop-

erly , perhaps, the unreality of the present moment and the timeless

 reality). These are, of course, all terms expressing the same idea.

And it is essentially in terms of rhythm that Eliot finally attains his

resolution. For just as rhythm by its very nature unifies opposites, 7-7

flux or change being a permanent condition, and permanence therefore

being achieved through an eternal lasting of change, Eliot reconciles S "s-

the temporal and the eternal by finding them to be reciprocal elements,

each implicit in, and dependent for its existence on, the other, each

incapable of independent identity. Thus he finds all time to be eter-

nally present, time past, present, and future all implicit in each

other and simultaneously existent, timelessness attained as an

eternal succession of timeless moments. In the endless rhythmic

cycle of the universe, the end and the beginning are always one and

the same; and the still point exists only at the moment of beginning

and end and is only possible as a function of the rhythmic cyCle.

 



CHAPTER V

THE MUSICAL MODELS FOR FOUR QUARTETS
 

The Critical Background: Survey and Evaluation

The evidence of musical influence in Four'Quartets is weighty and
 

diverse; the title of the cycle, the extensive use of musically-analo-

gous techniques, the general similarity to musical composition in

form and structure, and Eliot's own statements about the analogies

of music and poetry and the musical aspects of poetry. Consequently,

many scholars and critics have, from the first publication of the

four poems under their collective title, attributed to Four Quartets
 

a structural correspondence not only to musical form generally

but to that of the string quartet in particular. Few studies exist

among the copious and ever-expanding critical work which do not

at least acknowledge an underlying musical analogy and recognize

Eliot's debt to music in the form and structure of these poems.

Even further, the music of Beethoven has become widely accepted

as Eliot's primary inspiration for Four Quartets; and even more
 

precisely, it is frequently suggested that Beethoven's late string

quartets, Opp. 127, 130- 133, and 135 provided the specific musical

196
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models for the poems. The single Quartet No. 15, Opus 132, in A

minor is, in fact, sometimes isolated as the immediate prototype

because of its five-movement structure--unique among the last quar-

tets--and certain similarities of form and mood between its move-

ments and those of Eliot's quartets.

Probably the majority of Eliot scholars tend to refrain from too 1. 7

specific an identification of actual musical models and prefer to

speak in more general terms or merely suggest the possibility of J g '

more exact analogy; a number of these have strongly posed the

probability of exact models but have disclaimed the musical know-

ledge requisite to a valid inquiry into the subject. Some critics

have considered the structure of Four Quartets as more of an evo-
 

lutionary phenomenon resulting from Eliot's search for the most

88
effective and expressive form for the long poem. And of course

 

88 Raymond Preston, for instance, in 'Four Quartets' Re-

hearsed (London: Sheed & Ward, 1946), comments,j'It has been pointed

out that the technique of Eliot's poetry resembles the thematic state-

ment and development of music . . .Another point to which the title

draws our attention has been stated by Herbert Read in a comment on

some of his own poems:

 

'They constitute a search for a form for the long poem

which is not merely a continuation of the same thing more

or less indefinitely (blank verse, rhymed couplets, etc. ),

or an addition of identical units (a sonnet sequence), but

a poem on the analogy of the Quartet in music, with separ-

ate movements, forms within the form, dive—fisity within

unity . . .'1

 

1 Quoted from Herbert ReadL an Introduction to his

Work, edited by Henry TrEéce. (Faber E Faber, 1944)" (p. vii).
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there are those critics who either ignore or reject the musical-

analogy approach. 89 What might be considered an early represen-

tative critical view is given by D. Bosley Brotman, who, writing

 

John Gould Fletcher, on the other hand, is somewhat more general

in his article "Poems in Counterpoint, " in Poetry, LXIII (1943-

1944), when he says, "The Four Quartets, in their use of leit motifs

and variation, in their contrapuntaTeffect, are the work of a theo-

logically-minded poet determined to explore difficult ground, the

ground of the technical analogies between poetry and music. They are

by intention and accomplishment musical poems" (p. 45).

 
 

89 Note, for example, R.W. Flint's unequivocal view as stated

in "Four Quartets Reconsidered, " in the Sewanee Review, LVI

(January, 1948): “

  

The pattern of Eliot's Quartets is as rigid and for-

mal as that of a musical quartet, but the internal texture

of thought and feeling is quite different from anything we

know in music. No one has ever assimilated Der Zauberberg,

I suspect, the better for knowing Mann's avowedWEbt to

Wagner and interest in reproducing his. methods. Whatever

Eliot's speculations in "The Music of Poetry" about musi-

cal-verbal analogies, we are really left, in this instance,

with no better clue than a recurrent structural pattern

of five "movements" of alternated lyric and discourse and

not appreciably nearer enjoyment of the poems than if

we had never heard of the string quartet, or the familiar

cliche’that Beethoven turned to them in his last years to

express his ultimate "wisdom" (pp. 75-76).

 

There is a progressive richness, a steady broadening of

reference and expansion of feeling in the last Quartets

that finally belies any analogy with the musical form (p. 80).

Mr. Flint's article is of course an early one (although a "reconsidera-

tion") and lacks the benefit of the last twenty years of criticism.

His determined refusal to see more than a superficial relationship

between Eliot's Quartets and musical form, or to recognize any value

in exploring the analogy, would seem to constitute as extreme a posi-

tion as the opposed statement by Harvey Gross that "hearing Eliot

read the Quartets is as genuine a musical experience as hearing the

Budapest Quartet play Beethoven's Opus 132" (in "T. S. Eliot and the

Music of Poetry," op. cit., p. 208)-
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in the University of Toronto Quarterly in 1948, stated that "it is
 

not startling to find that in Four Quartets Eliot has achieved a
 

structure analogous to that of the classical sonata form at its apogee

as exemplified in the last quartets of Beethoven. To what extent the

musical structure has been consciously contrived by the poet is not

known by this writer; but that lack of information does not detract

from an understanding or enjoyment of the poetry. For the unity is

an organic one: the form is implied in the kind of thing the poet is

saying and the way in which it must be said. "90 Eschewing the claim

that music and poetry are the same thing, Brotman expresses the

belief that "poetry can . . .approach the condition of music, and in

Four Quartets the poet has, through particular kinds of rhythm and
 

structure, suggested meaningfully both definite ideas and emotions

and the forms which they must take. These forms, suggested by the

nature of the ideas presented, are implic1t in the poetic structure,

and in the kind of musical composition already suggested. "91

Eliot himself apparently said nothing in print regarding any

direct connection between Beethoven's late quartets and the Four
 

Quartets, and apparently made only one significant reference to the

influence which Beethoven may have had on his work. F.O. Matthiessen,

 

90 "T.S. Eliot: 'The Music of Ideas', " University of Toronto

Quarterly, XVIII (October 1948), p. 20.

 

91 Ibid.
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in The Achievement of T. S. Eliot, has cited some remarks by Eliot
 

included in an unpublished lecture on "English Letter Writers"

delivered in New Haven, Connecticut during the winter of 1933.

A reflection in one of Lawrence's letters that "the essence of poetry

with us in this age of stark and unlovely actualities is a stark direct-

ness, without a shadow of allie, or a shadow of deflection anywhere.

Everything can go, but this stark, bare, rocky directness of state-

ment, this alone makes poetry, to-day, " stimulated Eliot to these

remarks:

"This speaks to me of that at which I have long aimed, in writing

poetry; to write poetry which should be essentially poetry, with

nothing poetic about it, poetry standing naked in its bare bones,

or poetry so transparent that we should not see the poetry, but

that which we are meant to see through the poetry, poetry so

transparent that in reading it we are intent on what the poem

points at, and not on the poetry, this seems to me the thing to

try for. To get beyond poetry, as Beethoven, in his later works,

strove to get beyond music. We never succeed, perhaps, but

Lawrence's words mean this to me, that they express to me what

I think that the forty or fifty original lines that I have written

strive towards. "92

 

 
 

 

It may be noted that Eliot (as quoted by Matthiessen) does not refer

specifically to the late quartets, but rather mentions the "later works"

of Beethoven. 93 Now, while the last five string quartets do comprise

 

92 Quoted in Matthiessen, op. cit., p. 90. Eliot's familiarity

with the early work of Beethoven, and indeed his awareness of Beetho-

ven's earIy innovations, is attested to by his remarks in the "Note to

'Poetry and Drama' " quoted previously (pp. 35-36 ).

93 The process by which inadvertent critical errors gain cur-

rency is illustrated by a statement of Raymond Preston's in 'Four

Quartets' Rehearsed, p. 41. Preston says, "But to the reader who
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a substantial portion of Beethoven's latest works, and certain of them

represent the last music which he composed before his death, the

composer's last period, as generally classified and recognized by

musicians and scholars, includes other works; among these are the

last piano sonatas, Opp. 106, 109, 110, and 111, the "Diabelli"

variations for piano, the Missa Solemnis in D, and, above all, the

great Ninth Symphony in D minor, known as the "Choral Symphony. "

These works are all as innovational and advanced in their musical

genres as are the final quartets. We might note, for instance, a

passage from Grove's Dictionary in connection with the style of the
 

last of the three major periods into which Beethoven's works are

placed:

The difference between the Ninth Symphony and its predecessors--

not only in dimensions and in the use of the chorus, but in ele-

vation and sentiment, and in the total impression produced—-is

unmistakable. The five Pianoforte Sonatas, op. 101 to 111, are

perfectly distinct from any of the earlier ones, not only in indi-

viduality--for all Beethoven's works are distinct--but in a cer-

tain wistful yearning, a sort of sense of the invisible and vision

of the infinite, mingled with their power. The last Quartets, op.

 

is attending, if Beethoven reached beyond music in his last Quar-

tets, Eliot reaches beyond poetry in these poemsl. " The footnote

then states that "In an unpublished lecture quoted on pp. 89-90

of Matthiessen's book, The Achievement of T.S. EliOt, Mr. Eliot

used this comparison in stating his aims as a poet. Perhaps it

is no accident that the association is prompted by his title, Four

@rtets." Other critics have spoken of Eliot's reference to the

late quartets of Beethoven without citing a source, and it is prob-

able that either they too are careless in their reading of Matthies-

sen or that they are relying on the authority of other critics simi-

larly careless or misinformed.
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127 to op. 135, have the same characteristics as the Sonatas;

but they are also longer, full of changes of time, less obser-

vant than before of the traditional forms of expreSsion, less

careful to make obvious the links of connection, and still more

full of intense personality and of a wild unimprisoned spirit.

All the sentiment and earnestness of Schumann, all the grace

and individuality of Schubert, are there, with an intensity,

breadth, and completeness which those masters might perhaps

have attained if they had bestowed the time and pains on their

work which Beethoven did. In this period he passes from being

the greatest musician to be a great teacher, and in a manner

which no one ever did before, and probably no one will ever do

again, conveys lessons which by their intense suggestiveness

have almost the force of moral teaching.

Thus it would seem logical to assume that if Eliot knew the work

of Beethoven's last period--and the evidence that he did is substantial--

he would be at least as familiar with most of these other compositions

as with the quartets, and that they as well as the quartets would qualify

for his regard as works in which Beethoven strove to "get beyond

music. "95

A consideration of Eliot's own remarks, then, taken in conjunc-

tion with the sparseness of such statement available to us, indicates

that other evidence is required in order to adduce a specific musical

analogy for the Four Quartets.
 

 

94 Grove's Dictionary of Music and Musicians, edited by J .A.

Fuller Maitland (Londonfl/Yacmillanjgz Co. , Ltd. , 1911; New York:

The Macmillan Company, 1911), I, pp. 261-262.

 

95 J .B. Trend, regular music writer for The Criterion, of

which Eliot was editor from 1922 to 1939, writing on "The Adventure

of Modern Music" in Vol. V, No. 1 (January 1927), referred to L.M.

Dent's (the well-known British musicologist), in his Terpander, or

Music of the Future, "speaking of the 'metaphysical labyrinth' of

Beethoven'sTast works" (p. 91).
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The first critical attempt to link Eliot's work with that of Beetho-

ven was by Stephen Spender, who, in The Destructive Element in 1935
 

(at which time only "Burnt Norton" had been written), noted parallels

between Eliot's work and Beethoven's last quartets, and specifically

 

proposed that the second section of Ash Wednesday corresponded in

structure with the second movement of Beethoven's quartet Opus 130

in A minor (sic). 96

Some years later Stanley Edgar Hyman, in The Armed Vision
 

(1948),9'7 briefly considering the possibility of musical influence

in Eliot, referred to Spender's previous proposals, but suggested

that Spender had presumably meant to specify the third movement

of Beethoven's quartet in A minor, Opus 132 (Opus 130 is actually

in B flat major). Hyman further suggested that although, when

Four Quartets appeared, critics noted all the superficial parallels
 

between them and Beethoven's last quartets--parallels primarily

concerned with aspects of the lives of the composer and poet--no

96 Stephen Spender, The Destructive Element: A Study of

Modern Writers and Beliefs (London: Jonathan Cape, 1935), pp.

T497151. Grover Smith, referring to Spender's theory, comments,

"Although it seems unlikely that Beethoven influenced Ash Wednes—

d_a_y, Spender's supposition may have influenced 'Burnt Norton' "!

(Grover Smith, op. cit. , p. 253).

 

 

 

97 Stanley Edgar Hyman, The Armed Vision (New York:

Alfred A. Knopf, 1948). Of
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one seemed to have noticed the possibility of a formal parallel to

the musical structure of the Beethoven works. Hyman then pro-

posed an analogy of Four Quartets specifically to the quartet Spen-
 

der had mentioned (presumably Opus 132), primarily by reason

of its five-movement structure, unusual among quartets. He also

noted the short transitional fourth movement of Opus 132 , pointing

 

out the parallel with The Waste Land and all four Quartets. Dis-

claiming the requisite musical knowledge, Hyman proposed that

"a detailed comparison of themes, voices, transitions, and counter-

point in the Eliot poems and the Beethoven quartets by some musi-

cally informed reader of poetry might prove very rewarding. "98

Although The Waste Land was one of Eliot's earlier poems,
 

dating from 1921, and unquestionably his best known work, no one

apparently had considered its five- section structure in relation to

musical form until Helen Gardner, writing in New Writing and Day-
 

light in 1942 , before "Little Gidding" had been published and there-

fore prior to the publication of the four poems under the title Four
 

Quartets, pointed out the similarities of its structure to those of

"Burnt Norton, " "East Coker, " and "The Dry Salvages, " inter-

preting the form of the poems in terms of musical analogy. Miss

Gardner wrote:

The structure of the poems is seen very clearly when they are

read together, and can be recognized as being essentially the

98

tion of this book omits this discussion.

Ibid. , footnote to p. 90. The 1955 revised and abridged edi-
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same as the structure of The Waste Land . . .Mr. Eliot has in-

vented for himself a kind of poetic equivalent of "sonata form, "

containing what are best described as five "movements, " each

with an inner necessary structure, and capable of the symphonic

richness of The Waste Land, or the chamber-music beauties of

Burnt Norton. 99

 

 

 

After discussing the structure of the movements of "Burnt Norton, "

"East Coker, " and "The Dry Salvages" in general terms, Miss

Gardner continued in connection with The Waste Land:
 

The Waste Land, if one allows for its much wider scope, dramat-

ic method, afil hosts of characters, follows the same pattern.

The Burial of the Dead contains far more than two statements,

butformally it is afiseries of contrasts of feeling toward per-

sons and experiences. The Game of Chess opens with the elab—

orate description, in ornate style, of the lady at her dressing-

table, which contrasts violently, though not in its theme, with

the talk of the women in the public-house. The Fire Sermon,

the poem's heart, with its suffocating intensity, has moments

when the oppression lifts, and a feeling of release and purifi-

cation floods in . . . The fourth section is as always a brief

lyric, and the fifth, while being naturally far more complex

than the final movements of the later poems, fulfils the same

function of resolution. 100

 

 

 

 

Writing subsequently in 1947, after the publication of "Little

Gidding" and Eliot's titling of the four poems as Four Quartets,
 

Miss Gardner included her analysis practically without change in

discussing Four Quartets in an article included in Balachandra
 

Rajan's T. S. Eliot: A Study offhisfiWritings by Several Hands. 101

L

_wfi w—w aw

99 "The Recent Poetry of T. S. Eliot, " in New Writing and Da -

light, Summer 1942 (London: The Hogarth Press, 1942), p. 85.

100 Ibid., p. 86.

101 "Four Quartets: A Commentary, " 'in T.S. Eliot: A Study

of His Writings by Several Hands, edited by Balachandra Rajan (London:

Dennis Dobson Ltd. , 19473 pp. 58- 60.
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She later included the same ideas, largely in the same language, in

her own book The Art of T. S. Eliot, published two years later, but,
 

in discussing the analogy with musical form in the first movements,

adds a cautionary note: "The analogy must not be taken too literally.

Mr. Eliot is not imitating 'sonata form, ' and in each poem the treat-

ment of development of the two subjects is slightly differen . "102

In 1943 F.O. Matthiessen commented on the parallel structures

of the Quartets and The Waste Land. 103 However, he did not pursue
 

the musical analogy to any length, but rather emphasized the con-

trasts in form and structure, correlating the differences with the

poet's highly altered intent and style in the later works. In this

connection, Matthie ssen wrote:

. .with "Little Gidding" (1943), . . .we are now able to see

the full significance of the experiments with structure which he

inaugurated in "Burnt Norton" eight years previously. He speaks

of the four poems which form this cycle as "quartets, " and has

evolved for them all the same kind of sequence of five parts with

which he composed "Burnt Norton." The Waste Land was also

composed in this fashion, but the contrast is instructive. In his

 

 

102 Op. cit. (in Footnote 25), p. 40. Miss Gardner is of

course referring specifically to the single-movement sonata alle-

gro form, not sonata structure. In connection with her statement,

one might well speculate that her modified approach on this point

may have been in response to a private word from Eliot, who said

in a letter that her book was the best on his work.

103 In "Eliot's Quartets, " Kenyon Review, V (Spring 1943),

pp. 161-178. This article was later included as Chapter VIII in

the 1947 (second) edition of Matthiessen's The Achievement of T.S.

Eliot, and similarly appears in the 1959 edition citecTin Footnote
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earlier desire for intense concentration the poet so eliminated

connectives that The Waste Land might be called an anthology of

the high points of a (Kama. It was as though its author had deter-

mined to make his poem of nothing but Arnold's "touchstones, "

or had subscribed to Poe's dictum that no longer poem could

exist than one to be read at a sitting . . .

None of the four quartets is much more than half as long as

The Waste Land, but he has included in them all transitional

passages that he would previously have dismissed as "prosaic. "

His fundamentally altered intention is at the root of the matter.

The dramatic monologues of Prufrock or Gerontion or of the

various personae of The Waste Land have yielded to gravely modu-

lated meditations of the poet's own. The vivid situations of his

Inferno have been followed by the philosophic debates of his Pur-

gatorlo. _—

 

 

 

By far the most comprehensive and ambitious attempt to identi-

fy Beethoven's A minor quartet, Opus 132, as the specific model

for Eliot's Four Quartets was undertaken by Herbert Howarth in
 

a study entitled "Eliot, Beethoven and J.W.N. Sullivan" appearing

in 1957. 105 In support of his thesis that Eliot chose this one quar-

tet, electing to exploit its resources in preference to the others for

all four of his poems, Howarth marshalls an array of both internal

and external evidence. His arguments and conclusions would seem,

on first impact, to be strongly convincing; however, a careful considera-

tion reveals them to be in the main highly conjectural and largely

based on unsubstantiated supposition. The primary evidence ad—

vanced by Howarth for Eliot's knowledge of the music of Beethoven

h

1 104 Ibid. (pp. 161- 162 in the Kenyon Review article; pp.

77- 178 in The Achievement of T. S. Eliot). W

105 In Comparative Literature, IX (Fall 1957), PP- 322'332-
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was familiar with a study of Beethoven which appeared in London in

1927: Beethovenf-His Spiritual Development, by J .W.N. Sullivan.
 

In support of his claim Howarth cites the fact that both Sullivan and

and of the late quartets in particular, is the assumption that Eliot J

l

|

Eliot were, along with Conrad Aiken, Aldous Huxley and others,

contributors to The Athenaeum between 1919 and 1921; refers to r r“
 

Aiken' s mention in Ushant of a luncheon in the early 1920's which he

 

attended along with Huxley, Sullivan, and Eliot; and infers that g ‘*

Eliot, as a conscientious editor who read all contributions to his

periodical, would no doubt have been impressed by an article by

J. B. Trend on appropriate and inapprOpriate literary approaches

to music, appearing in The Criterion (of which Eliot was editor) for
 

March 1928, in which he singled out Sullivan's Beethoven as one of

06

 

the few recent instances of a really useful study. 1

 

106 The highly suppositional nature of much of Howarth's think-

ing may be illustrated by the following excerpt:

I believe that either Eliot had looked through Sullivan's

book already, out of an interest in both the man and his

subject, and was confirmed in a positive response to it

by Trend's remarks; or that Trend's remarks sent him

to the book. It is striking that, when Spender writes about

' Eliot and Beethoven in The Destructive Element, he quotes

from Sullivan to characterize the late music. Tam inclined

to speculate that Eliot him self had mentioned Sullivan to

Spender. Perhaps at a Criterion lunch or a Bloomsbury-set

encounter Eliot told Spender tEEt he was desirous of creat-

ing poetry of the late-Beethoven transparency and referred

him to Sullivan's work of interpretation. Whereupon Spender,

wrongly thinking that Eliot had already attempted an equiva-

lent to Beethoven, sat down and read Sullivan and forcibly

correlated what he found with Ash Wednesday (p. 328).
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Somewhat more convincing is a list of phrases culled by Howarth

from Sullivan's book which find a striking counterpart in the Quartets.

Briefly, the following are specifically cited by Howarth:

1. Sullivan quotes from Beethoven's journal: "Submission,

absolute submission to your fate . . .0 hard struggle! Turn

everything which remains to be done to planning the long journey. "

Howarth correlates this spiritual journey of Beethoven with cer-

tain actual and metaphorical journeys of Eliot, and links the "sub-

mission" which made Beethoven's journey possible with the lines

from "East Coker":

.......... what there is to conquer

By strength and submission, has already been discovered

Once or twice, or several times, by men whom one cannot

hope

To emulate . . .

2. Three times Sullivan refers to "Beethoven the explorer, "

which Howarth relates to the line "Old men ought to be explorers"

from "East Coker."

3. Howarth connects Sullivan's "quick, poignant discussion

of Beethoven's intense but mishandled affection for his nephew"

with Eliot's line from "East Coker":

........... Do not let me hear

Of the wisdom of old men, but rather of their folly,
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4. Sullivan quotes a letter from Beethoven's physician,

who relates that upon promising the composer alleviation of his

suffering with the coming of spring, Beethoven replied, "My day's

work is finished. If there were a physician could help me his name

should be called Wonderful. " Howarth draws an analogy between

this reference to the Saviour of Handel's Messiah and the "East

Coker" lyric imaging Christ as the wounded physician.

5. Sullivan tells of Beethoven's statement upon finishing the

B flat quartet, Opus 135, at Gneixendorf: "The name sounds like

the breaking of an axle-tree. " Howarth cites this as Eliot's source

for the "Burnt Norton" lines

Garlic and sapphires in the mud

Clot the bedded axle-tree.

and also suggests the breaking axle-tree as a simile for Beetho-

Ven's mind, accordingly carrying the suggestion of the danger to

the mind of the artist exploring a frontier. Connecting this with

the borrowing from Mallarme’, Howarth believes Eliot to be making

a montage, superimposing him self on Beethoven's history.

6. Citing Sullivan's statement that "The first movement ends

as only Beethoven would end with what sounds like a startling and

celestial trumpet call, " Howarth suggests the first section ending

Of "The Dry Salvages"

Clangs

The bell.
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as a dramatic musical analogy.

7. Sullivan tells how Beethoven c0pies "mystical sentences

from Eastern literature. " Howarth suggests that the references may

have stimulated Eliot's own sympathy for Eastern mystical literature,

possibly prompting the passage on Krishna and Arjuna in "The Dry

Salvages. "

8. Howarth states that "Eliot's theme of illness and suffer-

ing and sterile hiatus in creation is of course implicit in the whole

Beethoven biography." He notes one particularly relevant passage

in connection with the Grosse Fuge, in which, Sullivan states, "the
 

apparently opposing elements of life are seen as necessary and no

longer in opposition. " Sullivan continues, "Beethoven had come to

realize that his creative energy, which he at one time opposed to

his destiny, in reality owed its very life to that destiny. It is not

merely that he believed that the price was worth paying; he came to

see it as necessary that a price should be paid. To be willing to

suffer in order to create is one thing; to realize that one's creation

necessitates one's suffering, that suffering is one of the greatest

of God's gifts, is almost to reach a mystical solution to the problem

of evil . . . " Howarth proposes this as Eliot's startingpoint for

his own exploration of illness and suffering, and his own mystical

reconciliation of opposites, and quotes Eliot's sequence from the

closing lines of the last section of "Little Gidding":

A condition of complete simplicity

(Costing not less than everything)





 

2 12

9. A final connection which Howarth considers of considerable

thematic importance originates in Sullivan's description of Beethoven's

lack of the "language mentality"--not merely a lack of facility in

the use of language, but a mental orientation in which his states of

consciousness, or "thoughts, " were of a kind not easily expressed

in language. Howarth suggests that this passage prompted'Eliot's

inquiry, through each of the quartets, into the difference between

words and music, the tenuousness of language for the expression of

difficult thoughts, and the poet's struggle in learning to u e words

effectively and expressively.

In advancing the A minor quartet, Opus 132, as Eliot's specific

and immediate model, Howarth's primary evidence lies in a posited

parallel of overall form and structure; in this connection he outlines

in very general terms the form of the five movements of the Beethoven

work and then discusses the similarities which hefinds in the four

Eliot poems. 107 It does not appear that a protracted consideration

or detailed discussion of Howarth's presentation in this area would be

particularly fruitful. His analysis of musical elements is non- specific

107 Describing the musical model, Howarth states, "Beethoven's

first movement is an allegro; his second a scherzo with a markedly

contrasting trio; the third a slow movement of 'unearthly beauty, '

with a contrasting section at a rather quicker, more animated pace;

the fourth a very short alla marcia; the fifth an allegro appassionato

in rondo design leading to 'an extended coda, breathless, brilliant,

fully-scored, yet airy. ' (These quotations are from the H.M. V. pro-

gram notes available in England in the 19305. )" (p. 322).
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and very much in lay terms, and in fact frequently betrays the highly

romantic, non-objective style of musical description which J .W.N.

Sullivan himself epitomized. Some of Howarth's analysis is question-

able, and would seem to indicate that his knowledge of the Beethoven

work is obtained se cond-hand from literary sources rather than from

a real familiarity with the music itself. An example of this may

suffice to illustrate the point: Howarth says, "His second section of

'Burnt Norton' candidly attempts the three-four impetus of a late

Beethoven scherzo, and his 'trilling wire' image is a grasp at the

excited pitch of the music. For the contrasting trio he changes to

long lines in his special introspective idiom. By an act of poetic

intuition he saw that he could thus adapt Beethoven's contrast to his

needs . . . " Now, the fact is, that while the second movement of

this Beethoven quartet, Opus 132, is technically in classical scherzo-

and-trio form, it is a highly restrained, even sombre, movement

completely atypical of the Beethoven scherzo.108 The contrast in

mood and tempo of its sections is actually just the reverse of that

of the Eliot movement with which Howarth has paralled it, and its

trio section, rather than being introspective, has a folk quality

 

108 Roger Fiske, in Beethoven's Last Quartets (London:

Oxford University Press, 1940), says of this movEment, "Its mood

can hardly be explained in words; much of it seems curiously imper-

sonal, with an aloof melancholy tinge. Nothing could be less like

a scherzo in spirit" (p. 62).

 

 



2 14

somewhat in peasant dance idiom. And in the Eliot movement, of course,

there is no return to or restatement of the first section of the move-

ment, as in the true scherzo-and-trio, which occurs in the Beethoven

movement. There is, rather, as previously discussed, a brief

return to the imagery of the first movement, which does not occur

in the Beethoven (except insofar as the return of the scherzo brings

another variant of the work's fundamental motive). Structurally,

the Beethoven scherzo-and-trio is a ternary form, with an A B A

structure, while the second movements of the Eliot Quartets, as we

previously analyzed them, thematically take the form of a theme and

variations which are embedded within a two-part, or A B, structure

whose two sections are prosodically and metrically contrasting, with

the B section presenting variations on the theme delineated in A.

Even further, Beethoven's movement elaborates the basic A B A

form--uniquely in the late quartets--by having a da capg (i.e. , "from

the beginning") at the end of the middle section, so that it becomes

an A B A B A structure.

Thus, it would seem to be evident that if Eliot did have a specific

model in mind, with which he was attempting a literal poetic analogy

in the form and structure of this movement, it could not very well

have been the second movement of Beethoven's Opus 132. As a

matter of fact, Stephen Spender's original suggestion as to the corres-

pondence between the second movements of Ash Wednesday and Beetho-
 

ven's A minor quartet (assuming he actually meant to specify Opus
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132, which seems probable) is much more tenable than Howarth's

analogy. Structurally, the Ash Wednesday movement is in ternary
 

form with an A B A construction. The short, terse, two- stressed

lines of the middle section contrast sharply with the long, prosaic,

mixed- stress (mainly five—stress, with four- and some three- stress

intermixed) lines of the opening section; the return in section three

brings back the metrical construction of the opening. The contrast

of mood between the sections parallels that of rhythm and tempo,

the end sections being introspective while the middle part is essen-

tially lyric. This is appropriate to the thematic contrast within the

movement, which presents in symbolic terms the basic conflict

of the poem between the values of flesh and spirit, objectifying the

former through highly imaginative imagery, while expressing the

striving for spiritual grace in the lyrical apostrophe to the Lady.

So the form generally bears a close correspondence to the Beethoven

scherzo-and-trio of Opus 132; and the contrasts of mood, rhythm,

and tempo are just the reverse of those of the second movements of

the Four Quartets.
 

Unquestionably Howarth has developed some very interesting

evidence of Beethoven's influence on Eliot, both in general inspira~

tion and as reflected substantively in Four Quartets; and he has shown
 

the possibility of some valid relationships between Beethoven's quar-

tets and the Eliot cycle. However, the errors and weaknesses of his

own analysis do illustrate that a specific and consistent analogy
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cannot be drawn between the A minor quartet and all four of Eliot's

quartets, and that any case for the Beethoven quartet as Eliot's sole

and immediate model is at best a tenuous one. And, if Beethoven's

work is approached in a detailed and professional manner, the

analogy becomes even more difficult to support. 109 There are,

certainly, many general similarities, and it is possible to find some

impressive parallels within the two works. Eliot's third movements,

for example, are deeply meditative in mood and engage the mystical

experience more fully than any other section of the Quartets. Simi-

larly, the third movement of Beethoven's A minor quartet, the

Heiliger Dankgesang--written by the composer after recovery from
 

a serious gastric illness, and headed by him "Holy Song of Thanksgiving

of a Convalescent to the Deity"--is a work of deep religious feeling,

incorporating hymn and Chorale-prelude; and the use of modal tonality

helps produce an atmosphere of remoteness, a mystical other-worldly

feeling of awe and mystery. Beethoven's apparent growing interest

 

109 In complete fairness to Howarth, it should be pointed out

that in writing on the form of the Quartets in his book Notes on Some

Figures Behind T. S. Eliot (Boston: Houghton Mifflin Cofi, publishe—d

in 1964, he apparently had some second thoughts since the publication

of his earlier article. Here he no longer proposes the A minor quar-

tet, Opus 132 , as the specific and unquestioned model, but rather

suggests certain analogies in the Four Quartets. At the same time he

points out lack of similarity in various instances and discusses Eliot's

points of departure from the A minor quartet. Certain definite prop-

ositions in the earlier article are tentatively posed in question form

in the book. It is to Howarth's credit that, having come to recognize

some untenable aspects of his earlier views, he did not hesitate to

revise his published opinions.

 

 

 

i
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in Eastern mysticism late in his life is often cited in connection with

this movement. Also, as previously discussed and as illustrated in

Appendix B, the first movement of "Burnt Norton" may be analyzed

to show a remarkable structural equivalence to sonata-allegro form,

which is the form of the first movement of the A minor quartet (as

it is of all the quartets, except Opus 131 and, of course, the Grosse

Fuge, Opus 133). In other instances, however, there is little corres-

pondence between the works. And even with respect to the analogies

just cited, we find that the musical third movement, sometimes

called the Canzona, is in an A B A B A form, to which Eliot's binary

structure bears little resemblance; and Beethoven's first movement,

while essentially sonata-allegro, has a structure of unusual prOpor-

tions, with a short development and extended coda, as well as some

‘ variations on the main theme introduced into the recapitulation.

In connection with the proposed similarity between the fourth

movements of the musical and the poetic quartets, it is necessary

to point out that the relative brevity-of the movement is the main

element of correspondence; each of Eliot's movements is in essence

a brief prayer, whereas Beethoven has interposed a short march

between the third and fifth movements. It is true, however, that

the rather quick tempo combined with the regular and emphatically

accented rhythm of the verse in the poetic movements (to a somewhat

lesser degree in "The Dry Salvages") does impart a rhythmic move-

ment which has an affinity to that of the march.  

 



2 18

If the five-movement structure of the A minor quartet be advanced,

by reason of its rarity among quartets, as particularly cogent evidence

for its prototypal use by Eliot, it may be pointed out that of Beethoven's

five late quartets, only two--Opp. 127 and 135- -are comprised of the

usual four movements. Opus 130 consists of six movements and Opus

131 has seven movements.‘ Moreover, the Grosse Fuge, Opus 133,

originally written as the sixth and final movement of the B flat major

quartet, Opus 130--subsequently replaced by a new finale written

by Beethoven at the suggestion of the publisher Artaria because of

the musical and technical difficulty of the Fugue for players and lis-

teners-~is subdivided into five sections similar to separate movements.

Following the five-movement rationale, it might be asked whether

Ash Wednesday--unique among Eliot's poetry by its six-movement
 

structure--should not logically be considered to have been modeled

after Beethoven's Opus 130. Certainly, as we have seen, there are

many analogies with music to be found in its construction and in

various poetic devices which Eliot has used in the poem. The separ-

ate sections bear a similarity in their contrasting but integrated

relationship to the movements of a musical composition in sonata form.

Each movement has its own individual, logical , and coherent struc-

ture generally equatable with some specific musical form. But the

truth is that even though the second movement is structurally similar

to the scherzo-and-trio second movement of Opus 130, and while

certain other resemblances may be found, there is no close

 

w
;
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correspondence in basic structure and overall design to be found between

the two works-mo more, in fact, than may be genuinely discovered

to link Opus 132 with Four Quartets as their exclusive model.
 

The pertinence of the five- part structure to this consideration

is somewhat diminished when it is realized that Eliot seemed to have

a natural proclivity for the-construction and that much of his poetry

even from his earlier periods is built in five sections, whether

intrinsically or in gross outline. "RhapSody on a Windy Night"

falls naturally into five parts, determined by its episodic clock-time

sequence. Though not quite so distinctly road-mapped, "Gerontion"

essentially has a five-part form, with a short transitional stanza

between the first and second parts and a brief coda, or cadence, at

the end. The Waste Land is of course the most notable earlier
 

example of construction in five distinct sections, specifically marked

and titled by the author. The Hollow Men similarly is comprised of
 

five separately-marked sections. Five- Finger Exercises consists of
 

five short poems which, while essentially separate and independent,

are related in style and in their function as exercises in allusiveness

and musical imitation. And the short vignettes which make up _Iiajld-

m unified in .ter and mood and bearing certain underlying

thematic analogies, are similarly five in number, indivichally titled

by the poet. It is apparent, then, that Eliot was utilizing the five-

sectioned form over a long period prior to the time of Four Quartets,
 

and that it is structurally basic to a good deal of his poetry for which

"
.
I
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neither Beethoven's quartets nor any other compositions have been

suggested as specific musical analogues.

An investigation of the motivations which impelled Eliot to

the frequent use of this general structure would make a fascinating

study. One might speculate as to the influence of the numerical

quantity (five) itself and its various geometric, graphic, symbolic,

and imagistic permutations as they appear in numerology, necromancy,

cabbalistic writings, mythology, religion, magic, and folklore, with

which Eliot was certainly familiar (as note his reference to the Tarot

pack in The Waste Land). What is much more likely is that Eliot's
 

whole intuitive and conscious concept of poetic form was in terms of

a time-space structure of organized, limited, and formally-coherent

component units, each devoted to the statement and expansion of

given thematic elements in a peculiarly appropriate form, while

bearing certain unifying relationships in subject, style, and thematic

development. (Eliot could no more have written a Childe Harold
 

than Byron could have produced Ash Wednesday or Four Quartets.)
 

 

Eliot's essential aesthetic orientation, then, was inherently parallel

to that of the sonata structure in music which had developed over

three centuries as the most fertile and viable form for the expression

of pure musical idea. As in music, the work might fall into three,

four, five, six, or even more movements, depending on subject and

context; but for Eliot five sections, or movements, usually proved

most apt to best accommodate the movement and flow, the development
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and working out, of the basic subject, while providing for the necessary

contrast, tension, balance, and unity. In other words, the structural

analogies exist because they were implicit in Eliot's approach and

his method, and not as a consequence of his purposeful imitation of

a given specific model.

One of the most recent studies which draws direct parallels be-

tween Eliot's Quartets and the Beethoven late quartets is Harvey

Gross' paper on music and the analogues of feeling. 110 Deriving

his basic premises largely from the work of Suzanne Langer, and

supplemented by his reading of J .W.N. Sullivan, Gross proposes

that poetry provides verbal analogues to feeling just as music, in

its own medium, presents such analogues. Music, not itself emo-

tion, has meaninglying outside a context of purely abstract musical

relationships; referring to the human world of gesture, action, and

feeling, it communicates its content of emotion to the listener through

the symbolic forms of its structures. Similarly, Eliot uses his poetic
 

resources in ways that music operates: just as "the significance of

music is 'with the ways of living and dying and feeling'; its meaning

is 'a knowledge of how feelings go', "111 Eliot's poetic language is

structured to induce equivalent extra- cognitive states of feeling and

 

fl i

110 Harvey Gross, "Music and the Analogue of Feeling: Notes

on Eliot and Beethoven, " The CentennialR'evie'w 0f Arts &'3cience,

111(1959), pp. 269-288.

 

“1 Ibid., p. 279.
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emotion whose content has universal value.

The point I wish to establish is that Eliot, through syntax and

prosody, evokes a complexity of feeling in ways that music evokes

analogous states in the mind of sensitive listeners. Eliot is attempt-

ing to extend the limitations of language by entering the domain

of another art. He uses syntax and prosody like music to enlarge

the available means of expression. But he is not approaching the

condition of music because he wishes to lose his ideas in his form,

or to create mere patterns of pleasing sounds. He is striving to

evoke states of consciousness which cannot be expressed by the

purely cognitive aspects of language. 112

Gross finds the analogues to Eliot's "world of feeling" of Four

Quartets in the last quartets of Beethoven. To demonstrate the

spiritual affinities which he finds between Eliot's works and those of

Beethoven, from which Eliot seems to derive his title, much of his

form, and elements of his tone and content, and to show that Such

affinities are more than mere literary recognitions in the mind of

the listener, Gross selected the Quartet in C# minor, Opus 131

as revealing the deepest analogies. His analysis is not in terms of

literal parallels, but rather'in the correspondence of their essential

elements of polarity and dramatic conflict, opposition and contradic-

tion moving ultimately to conciliation and resolution, and in their

general patterns of tension and release, of modal and rhythmic .

contrasts. ‘ In the final analysis, however, Gross feels that Eliot

was not influenced by a specific quartet and that literal resemblances

cannot be found. "Rather, " he observes, "the musical qualities of

 

112 Ibid., p. 278.
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Beethoven's late quartets evoke responses relevant to Eliot's poetry:

we respond to ambiguity, surprise, contradiction, unexpected delay;

we experience a world of stress, of exultation, or recognition, and

final affirmation. I choose the Quartet in C# Minor because of its  
great variety in mood and technical effect, and because its vast

musical scheme offers a rich context of contrasting feeling. "113 “ff-

Gross feels that Beethoven's music "means" what Eliot's poetry

means. "Eliot, " he concludes, "starts with aspects of Beethoven's "

external form in the overall organization of his poems. More im-

portantly, Eliot handles his syntax and prosody like musical sequences.

Most importantly, Beethoven and Eliot work with a root experience:

to see and understand an ordered universe as the inevitable expres-

sion of its conflicts and tensions, and to see disorder as the very

11

patent of order." 4

The Beethoven Late String Quartets Considered

In propounding any musico— poetic analogy, whether specific

or of a general nature--and this certainly applies to analogy with

and between the other art forms as well--the really objective critic  always finds himself asking to what extent the close apparent analogies

113 Ibid., p. 282.

“4 Ibid., p. 288.
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are valid, and how much they have been contrived, or at least

influenced, by a desire--conscious or unconscious--to prove the point.

While music is an extremely technical art form supported by an

 extensive and highly developed theoretical canon, musical analysis

is by nature far from absolute, and, within certain general limita-'

tions, varying interpretations of structural elements are possible 7w-

even among the most competent scholars. Add to this the flexible I

and diverse nature of poetic interpretation— -both thematically and g,

technically--and a predisposition to a given rationale for a specific

analogy may tend rather readily to become a matter of sincere con-

viction and even serious partisan espousal.

Eliot himself, of course, in "The Music of Poetry, " cautioned

 
against the poet working too closely to musical analogies; this

warning, coupled with his disclaimer of a technical knowledge of

musical form, would--even aside from the lack of substantiating

internal evidence--seem to obviate his having too literally imitated

any one model in writing his Four Quartets. What seems much more
 

likely is that Eliot--whose poetry, as we have seen, even from his

earliest works had revealed the poet's inherent musical concepts--

being familiar with the music of Beethoven, and inspired not only

by the music itself but by the individual genius of the great master,

was moved to attempt in Four Quartets the achievement of the ideal
 

he had posed in his New Haven lecture; that is, to write poetry of such

"transparency, " of such immediacy of communication coupled with

 



225

depth of meaning, that it tended to get beyond poetry to the extent

that Beethoven's late music tended to surmount the musical idiom.

Now, patently, no artist can transcend his medium; to do so somehow

would be to effect a transformation to an entirely different art form.

But an artist may so utilize the elements of his art and so order his

artistic materials that in the finished product the technical aspects

are completely submerged in the meaning and communication of the

work, and the technical limitations of the idiom cease to be apparent.

This is rarely accomplished; but certainly Beethoven achieved it in

his late music if any artist ever did. 115 No doubt Eliot was parti-

cularly attracted to the quartets because of the nature of the genre.

The string quartet is in essence transparent, simple, and stark.

Limited to the technical capabilities of its four instruments--two

violins, viola, and violoncello--it has none of the tremendous re-

sources of the symphony orchestra in respect to tonal range, color

 

115 Eliot himself, in his essay "Poetry and Drama, " previous-

ly cited (see Footnote 18), stated, "We can never emulate music,

because to arrive at the condition of music would be the annihila-

tion of poetry, and especially of dramatic poetry" (p. 93).

We may note, however, a pertinent statement by Arthur

Symons in the Introduction to his book The Symbolist Movement in

Literature, Revised Edition (New York: E. P. Duttonind (36:, Inc. ,

. .scussing the motive for the careful elaboration of form

by Symbolist writers, he says, "There is such a thing as perfecting

form that form may be annihilated" (p. 5). Symons' book of course

exerted a strong influence on T.S. Eliot, as the poet has attested.

Certainly the "annihilation" of form, in the sense of sublimation,

or its being transcended through a complete and inseparable inte-

gration of form and substance, is an aspect of the late Beethoven

quartets which Eliot strove to achieve in the poetic medium.
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variation, sonority, and special effects. Thus, in writing for this

instrumentation the composer is restricted to the basic musical ele-

ments of his craft; he is dependent on his creative ability in terms of

thematic idea and development, of musical form and structure, with

no technical crutches to lean on. The resultant product will therefore

directly reflect the depth of his creative imagination and the breadth

of his musical vision. Certainly this is what Eliot attempted in

Four Quartets, and surely the medium of the string quartet is the
 

closest musical equivalent to Eliot's "poetry standing naked in

its bare bones . . . poetry so transparent that we should not see

the poetry, but that which we are meant to see through the poetry, ‘

poetry so transparent that in reading it we are intent on what the

poem points at, and not on the poetry. "

If we approach the late Beethoven quartets from this stand-

point, and consider them collectively rather than attempting to iso-

late a single model, we will find a considerable correspondence

with T. S. Eliot's Four Quartets in aesthetic concept and artistic
 

achievement; moreover, we may discover some close parallels

in the compositional techniques and general structure of the two

bOdies of work. There is, in fact, a remarkable similarity in

the basic generative aspects of the music and the poetry. We have

discussed Eliot's use of germ-motives and thematic metamorphosis,

and have seen the extent to which Four Quartets grows organically
 

from the primary thematic materials. These musical devices are

‘
i
'
fl
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to a large extent basic to the structure of Beethoven's quartets, and

the evolution of themes and thematic treatment from germ-motives _

and primary themes may be followed within individual movements,

throughout whole quartets, and even between various of the quar-

tets. 116 Musical scholars have pointed out that three of the quar-

tets--Opp. 130, 131, and 132 (as well as the Grosse Fuge, Opus

133—-originally the final movement of Opus 130)- -are very closely

related in their basic motivic elements. Philip Radcliffe notes,

in fact, that Paul Bekker, who brought attention to the similarity

of the opening motives of these quartets, "suggested that Beethoven

had conceived the three works as a thematically connected triptych.

In view of the fact that Beethoven was working at all three works

at about the same time, the thematic resemblances are not surprising;

some twenty years before he was haunted by a familiar and insistent

rhythm which found its way into the fifth symphony, the 'Appassionata'

Sonata and the fourth piano concerto. "117 All four works use pairs

of semitones as basic thematic source material. Opus 132 opens with

a very short slow introduction:

 

116 Beethoven is, in fact, generally credited with having

originated the germ-motive concept and technique; certainly he

is the first composer to have incorporated and developed it as

a funchmental element of his compositional method.

117 Philip Radcliffe, Beethoven's String Quartets (London:

Hutchinson University Library, 1965), p. I10.
 

'
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Example 6

A uni sos‘l'bnu‘l‘o
  

  

  

   

A1. A2.

The basic motivic element here is the single semitone progression

comprising the first bar of Al. Its period is doubled by repeating

it in the second bar at an interval of a sixth and inverted. The

period of Al is then doubled by A2 which consists of the bars of A1

inverted. (We may recall here the opening theme of "Burnt Norton"

which is repeated--slightly modified--in inversion.) Because of

its irreducible simplicity, this example might be considered a proto-

type of motivic development.

The close relationship to the basic theme of the Grosse Fuge will

be apparent:

Example 7

A "€170

 

  

  

:6"

The semitone is twice present in the first four notes (three times

in the first five notes) of the Fugue with which Opus 131 opens:
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Example 8

to ma. non +‘rorfo e MoH‘o csrflssivoAJ     

  1A IQ
r

 

According to Michael Steinberg, "The connection of the second

and third notes, B#-C#, is at once clear, but at'the same time every-

thing about the dynamics and phrasing throws a spotlight on the

fourth note, A, making it the destination of the whole idea from its

initial G#. Thus a double relationship becomes audible: the semi-

tone B#-C# in the middle is bracketed by the semitone Gilt-A."118

The first movement of Opus 130 opens with a straight chro-

matic descent (Bb-A, Ab-G)--actually three juxtaposed semitone

sequences--the first theme then being repeated an octave higher and

resolved:

Example 9

 

 

 

-_ A - . k A LA “A A.‘ A A.‘ ‘

118 From the Notes to Concert-Disc Connoisseur Series

Album No. SP- 502: Beethoven: The Late Quartets.
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Thus all of these themes are developed from closely similar

semitone sequences and their resulting relationship is a highly

intimate one, just as in the Eliot cycle where the poetic counterpart

of the method produces a close thematic linking of the four poems

through the essential identity of their basic motives (although of course

the Eliot quartets are intentionally much more thoroughly integrated

than the musical quartets by reason of their ultimate thematic

genesis from just one basic theme). Beethoven also makes exten-

sive use of the technique of thematic metamorphosis, which we have -

seen to be so fundamental to Eliot's method, to provide much of the

basic thematic material throughout various movements of each of

the quartets; and the same primary and inherent elements of unity

and contrast which are so in evidence throughout Eliot's poems may

be seen to derive from Beethoven's use of thematic metamorphosis

throughout his late quartets. A detailed analysis of the thematic

development through even one of the quartets is clearly outside the

province of this work; one or two examples may, however, suffice

to illustrate.

The first subject of Opus 132, which breaks abruptly from the

introduction of the Allegro, plays an important function in counter-

point against the introductory motive; and while it is obviously derived

from and clearly related to the motive, it bears an entirely different

rhythmical and melodic character:
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Example 10

 

The entire movement is unusually unified in its material, even though

it encompasses many changes of mood, tempo, and texture.

In the second movement a triple metre is established and again

the pairs of semitones appear, the first four notes being G#-A,

C#-D; the figure of the first three notes constantly pervades the

fabric of the movement. The remarkability of Beethoven's thematic

economy is illustrated by the fact that all of the thematic material

of the main (scherzo) section of the movement is contained in the

fifth and sixth bars:

Example 11

A
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Organic growth is therefore basic and vital to the Beethoven

quartets, and is everywhere in evidence as the proceSs by which

theme evolves from theme, and one section or one movement grows

from another. In the famous third movement of Opus 132--the

Heiliger Dankgesang--in which Beethoven used the Lydian mode (the
 

fifth church mode; essentially the major scale with a raised fourth

scale degree) alternating with the major, the hymn becomes an or-

ganic outgrowth of a preceding, searching figuration; the figuration

itself, in the manner of a Chorale-prelude, being based on a modal

variant--C-A-G--of the main motive (G#-A-C#) of the preceding

second movement.

One of the most deeply integrated of the last quartets is No. 14

in C sharp minor, Opus 131. Discussing the evolution of the second

movement from the opening one, Michael Steinberg writes:

Toward the end of the fugue, powerful dynamic and harmonic

impulses propel the music toward a great climax with a strong

coloring of the subdominant minor, F sharp, thence to subside

onto chords of C sharp major which softly throb into almost

silence. All disappears from the final chord except the C sharps

themselves: an octave rise of C sharps in the cello is echoed

by a similar skip in the viola and first violin, and then echoed

again by all three instruments a half step higher, D to D. The

second movement, Allegro molto Vivace, hasbegun. Growing

thus organically out of the Adagio . . ._/_th§_7 manner is that of

a rather gentle scherzo, the structure that of a sonata form

of remarkable subtlety in the harmonic leanings, designed to

keep the connection with the first movement ever in the listen-

er's ear.

 

 

 

119 Ibid.
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Thus, T.S.‘ Eliot's basic thematic method of Four Quartets
 

may be seen to have a closely similar counterpart--even proto-

typal in aspect--in Beethoven's late quartets, where thematic

evolution within individual quartets proceeds by an organic process,

and the separate works are linked thematically through the use of

identical or similar germ—motives, from which many of the major

and secondary themes of the individual quartets are derived by

motivic and thematic metamorphosis.

A second major area of basic equivalence between the Eliot

and the Beethoven works lies in their extensive use of counter-

point, which has been illustrated in some detail in connection with

Four Quartets. The string quartet format tends inherently to stimu-
 

late contrapuntal writing because of the texture and voicing of its

four single-family instruments; although it may be, and often is,

used in a homophonic style (that is, in chordal movement, or where '

one leading voice is supported by chords), the homogeneous timbre

of the ensemble demands separate and individually moving voices

for the maintenance of thematic and musical interest. Certainly

Beethoven's primary concept in these late quartets was essentially

contrapuntal; and in fact the contrapuntal texture of his whole instru-

mental fabric was something which resulted directly from the organic

process of motivic and thematic development. As themes evolve

from motives, and counter-themes are generated by primary thematic

materials, the whole technique of stating, restating, and developing



‘.
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them in juxtaposition is inherently one of counterpoint. Then too,

Beethoven was a tremendous innovator in developing thematic ele-

ments; he went far beyond his period and in fact established the tech-

nical and aesthetic standard for the whole of the nineteenth century in

the complexity, breadth, and intensity of his development sections.

He was further noted for frequently going into development within

exposition sections and even in recapitulation sections and sometimes

codas. This is as true of his late quartets as of anything he ever wrote;

we might note, for instance, the first movement of Opus 132, where

Beethoven in effect has two recapitulations, the first one in the domi-

nant key: music theorists are unable to decide whether the more prop-

er analysis would not place the first one--in E minor-~within the

deve10pment and regard the coda, where the tonic key returns, as

the true recapitulation.

Beethoven's contrapuntal writing was of a varied, advanced,

sometimes simple but often complex style which went well beyond

classical counterpoint. The writing in the late quartets embraces

free contrapuntal style, canonic imitation (shorter passages in

free fugal style), and fugal writing. The fugue is of particular im-

portance throughout the late quartets, as it is in most of Beethoven's

late music. While fugal passages in his earlier works had been

mainly incidental, he became increasingly interested in Bach and

Handel in his later years, consequently producing some highly indi-

vidual fugues. Fugal writing permeates the late quartets; the C

 

 





235

sharp minor, Opus 131, starts with one, and all of the quartets

contain fugal passages ranging from a relatively strict to very free

fugal form. Beethoven's individual fugal style was responsible for

much of the contrast which exists in the quartets concurrent with the

underlying thematic and structural unity, and in this respect is closely

comparable to the Eliotian poetic counterpoint which produced the "T-

same elements. Philip Radcliffe, mentioning the variety of counter-

subjects in the Grosse Fuge, states, "It has often been pointed out, ' i

with some justice, that for Beethoven counterpoint was not the instinc-

tive medium for musical expression that it had been for Bach. But

it should be borne in mind that in Beethoven's time any fugal writing

could degenerate only too easily into a fluent but dull imitation of

an earlier idiom, and that he himself refused to regard the writing

of conventional, routine fugues as a vital form of composition. "120

Radcliffe further suggests that Beethoven's counterpoint was extra-

ordinarily varied in character, that it could be graceful and light-

hearted, as in the second movement of the C minor quartet; that

in the late works it could be uncompromisingly rough and angular,

but also, as in the Finale of the Piano Sonata in Ab major, Opus 110,

smooth and thoughtful. He feels that Beethoven often seems to be

making a deliberate contrast between the two types, and that this

contrast can be seen expressed with immense power and on the largest

scale in the Grosse Fuge.

 

12° Op. cit., pp. 146-147.
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The Grosse Fuge, Opus 133, most thoroughly understood the-

matically in relation to its original position as the Finale of the

Bb major quartet, Opus 130, does stand alone as one of Beethoven's

most remarkable achievements in the quartet genre and his most

extended and complex treatment of the fugue idiom. It is a tremen—

dous work which strains at the very limits of the musical medium to T

.

contain the composer's concept; considered an enigmatic monstrosity

both technically and musically until our own time, it is only recently

that it has become musically and aesthetically accessible--probably

as a result of continuing orientation to modern musical developments

and idioms--to performers and audiences alike. Beethoven, who

once said "Today a new and really poetical element must be intro-

duced into fugues, "121 headed this one with the words "Grande Fugue

tanth libre, tanth recherche/e. " Radcliffe considers that "the work

is best understood if regarded, not as a highly eccentric fugue, but

as a kind of symphonic poem consisting of several contrasted but

thematically related sections and containing a certain amount of

fugal writing. "122 Roger Fiske, in his study of the last quartets,

states, "The Grosse Fuge may be considered as a one-movement

symphony, in five sections: Introduction, First Fugue (fast), Second

Fugue (slow), Third Fugue (scherzo) and Coda."123 The Introduction--

 

121 Quoted by Roger Fiske in op. cit. , p. 41.

122 op. cit., p. 138.

123 op. cit., pp. 41-42.
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entitled Overtura--first presents the basic motto, or Theme (pre-

viously quoted in Example 7) as well as briefly anticipating the three

transformations of the Theme as they will appear in the three fugal

sections. Essentially, the Great Fugue is a series of fugal varia-

tions upon its main theme, which is the germ from which the entire

work grows, and from which subjects and counter- subjects through-

out the work are derived. Both first and second fugues have three

variations; the third consists of a development of the two fugues in

a series of sections, or divertissements;124 the Coda acts as a
 

summing-up and a recapitulation of the principal subjects and con-

cludes with a massive restatement of the motto theme.

The pertinence of this (admittedly cursory) summation of the

Grosse Fuge is to illustrate how close a correspondence can exist

between Eliot's four poems and a specific work of Beethoven, in

respect to the two fundamental structural aspects of organic devel-

opment and contrapuntal writing. If any one of the late quartets

 

were to be proposed as a specific model for Four Quartets, this one

might well be the easiest to substantiate, despite the lack of strict

parallels of form between their respective five movements. The basic

 

124 Joseph de Marliave, in his work on the Beethoven quar-

tets, analyzes the last two sections of the Third Fugue as a re-exposi—

tion and repetition of the first variation of the Second Fugue, and

development of the Second Fugue; he makes this Part V of the Fugue,

which thus falls into six rather than five main sections. See Beetho-

ven' s Quartets, with an Introduction and Notes by Jean Escarra and a

Preface by Gabriel Faure; translated by Hilda Andrews (London:

Oxford University Press, H. Milford, 1928).
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motto, or motive, of the Grosse Fuge corresponds to Eliot's basic

concept of "time. " The two contrasting primary themes--subject

and counter- subject--which evolve from the motto are equivalent to

the two contrasting and complementary aspects of time--temporal

and eternal time--derived from Eliot's basic motive. In both the

Eliot and Beethoven worksthe primary themes undergo continuing

transformation and their various permutations become the thematic

materials for continuing statement, restatement, and development

in contrapuntal juxtaposition. And in both works the transcendent

accomplishment, which is at once intellectual, emotional, and

aesthetic, is the working out of the conflict, and the ultimate reso-

lution, through an organized, coherent, and organically developed

artistic process, of the ostensibly opposed primary thematic ele-

ments. Both works are cyclic in that each one starts with a single,

fundamental, unit concept, proceeds by differentiation to extract

two primary thematic components whose implicit thematic evolutions

are organically developed and which are examined and evaluated through

modulation, inversion, expansion, augmentation, diminution, and

other devices, and finally synthesized and reintegrated to attain a

resolution which returns to the original unit concept. The end is

thus the beginning and the cycle is ready to start anew.

It is not seriously suggested, of course, that Eliot used the Grosse

Fuge as a specific model for Four Quartets, any more than he can
 

convincingly be shown to have used the quartet in A minor, Opus 132,  
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or any one of the other single works. But if he knew the late quas-

tets of Beethoven at all well, or even if he knew of them mainly by

reputation, he must have been particularly aware of this unusual

and magnificent work. It is a vital-- possibly even the crowning--part

of these last string quartets which stand as such a tremendous musi-

cal and artistic achievement. As such, it is of no small relevance _f

to Eliot's inspired attempt to accomplish with poetry what Beethoven W

had done in music. '4":

The Other Musical Influences

Despite the fundamental conceptual and structural similarities,

and the apparent inspirational function served for Eliot by Beethoven's

late string quartets, it would be a mistake to attempt to limit Eliot's

models and sources of direct inspiration to the quartets alone. Many

structural parallels may be drawn between Four Quartets and various
 

of the other late musical works of Beethoven. The Ninth Symphony,

for example, provides a number of analogies. One of the outstanding

structural features of Four Quartets is that in each poem the final
 

section incorporates a recapitulation and resolution of conflicting

themes previously stated in foregoing sections; and "Little Gidding"

acts as a resolution to all four quartets with a recapitulation of

themes from the first three poems occurring in its final movement.

Beethoven's Ninth Symphony is notable for its musical use of this
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technique; its final movement opens with a restatement of all the

major themes from the preceding movements, and the movement

itself, with its choral treatment of Schiller's Ode to Joy (An die Freude),
 

might easily be considered the most inspired expression of the reso-

lution of universal conflict in all music.

The use of the germ-motive is basic to the thematic develop-

ment of the Ninth Symphony; and it is interesting that the primary

motive of the entire work is the interval of the fifth (and its inversion,

the fourth), i. e. , dominant and tonic. It is a descending fifth which

opens the symphony, as it does the second movement also; the

motive reappears frequently throughout the work, and is implicit

in most of the primary themes, which are derived from it. And it

is a descending fifth which closes the work as the final cadence of

the Finale's coda. _E_r_g_o, "In my beginning is my end." Interestingly

enough, too,’ the great main theme of the final choral movement

encompasses exactly the interval of the fifth (with just one lower domi-

nant which thus provides the complementary fourth and completes

the octave). In music the dominant and tonic, whether as scale

degrees or harmonic elements, represent the two most opposed

positions in any mode, and define the limits of maximum traversal

125
required for resolution. No motive could be more apt as the

 

125 In the "Circe" episode of James Joyce's Ulysses, Stephen

Dedalus, playing "a series of empty fifths" on the brothel piano, ex-

pounds what Stuart Gilbert refers to as the "ritual perfection of the

fifth, "--which is also the perfection of the octave. ". . .the fundamental
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germinating element for a work whose transcendent emotional and aes-

thetic expression is the emergence from a condition of discord into

a state of ultimate and enduring harmony and spiritual grace, the

resolution of all conflict in a time when "alle Menschen wirden

Brudern, " when all mankind will be at peace within an ethos of

universal joy.

There is a further implicit parallel with the Ninth Symphony

in the last movements of the poems of Eliot's cycle. Beethoven's

final movement begins with an introductory section in which themes

from the preceding movements, as we have noted above, are restated:

these are brought back in a brief and somewhat fragmented form,

interspersed among recitative passages in the lower strings. The

 

and the dominant are separated by the greatest possible interval

which . . .is the greatest possible ellipse. Consistent with. The

ultimate return. The octave. " From Ulysses (New York: The Modern

Library, 1934), p. 494. '

In the "Sirens" episode, the rendering of the climax of the

aria from Martha interweaves the technical process of resolution with

the narrative: "Quitting all languor Lionel cried in grief, in cry of

passion dominant to love to return with deepening yet with rising chords

of harmony" (p. 271). The dominant is inevitably followed by the

return to achieve harmony.

Commenting on the important part played by numbers in Uly -

ses, Stuart Gilbert states, "The 'nine-men's morrice' . . .is an

allusion to the Arabic origin of the decimal system, which replaced

the quinary or five-finger method of calculation. Readers of the Wake

will have noticed that it contains a fantasia on the quinary scale.

There is probably an allusion to this scale in Stephen's 'hollow fifths, '

'the greatest possible interval' between the notes of the octave . . . ;

here, too, we find, doubtless, the recall of a Pythagorean dogma,

the treatment of the octave as the reconciliation of the unlimited and

the limiting. " From James Joyce's Ul sses (New York: Vintage Books,

A Division of Random House, 1952), p. 6811.
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recitatives, initially tentative and inquiring, realize fully their implic-

it nature in their evocation of the human voice; and at first it is

that of a voice groping, searching for expression in broken and halting

utterance. But slowly the searching voice begins to find its shape,

its form, and with each return it grows in confidence and sureness

of statement until the moment of realization when it bursts forth, N

fully blown, into the magnificent theme which is to become the pri- ’

mary vehicle for the choral expression of the Ode to Joy. Having
 

thus evolved his main theme organically as a triumphant culmination

of the search for vocal articulation, the composer then turns to the

actual human voice itself, individually, in small ensemble (Beethoven

uses four solo voices, which he frequently employs, it should be

noted, as a vocal quartet) and en masse, combining poetry with music,

to achieve the ultimate resolution implicit in the opening motive and

toward which everything preceding has striven.

Eliot's final movements similarly open with a search for expres-

sion, a struggle for mastery of the use of words adequate to convey

the poetic concept and achieve an ultimate reconciliation toward which

the preceding movements have pointed. Although Eliot does not attempt

a literal equivalent of vocal striving for articulation, this section of

each quartet is in a colloquial speech idiom and conveys thematically

the poet's fight to master the intractabilities of language and achieve

the form and pattern through which poetic expression may attain a

permanent, independent existence surviving change and carrying
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universal meaning. From this search and conflict the form and pattern

do evolve, and the ultimate reconciliation, the final resolution, is

achieved in the emergent music of poetry of the movement's concluding

section.

Beethoven's last great piano sonatas also exhibit a radical change

of mood and style from that of the earlier works in the genre, much

as do the late string quartets and the Ninth Symphony. 126 There is

a corresponding feeling of transcending the medium of the instrument

and a tendency toward a musical expression which, in its purity,

intensity, and sublimity of feeling and idea, seems to surpass the

restrictions of the artistic medium itself. Here may be found the

same continuing expansion of structural form, the same exploration

into new key and note relationships, innovative melodic and harmonic

progressions, and constantly evolving rhythmic patterns, which

are so basic to the late quartets and the Ninth Symphony. And in the

piano works will be found the same growing use of basic motivic

elements from which evolve principal and secondary themes, and the

same expanding use of contrapuntal writing and fugal development so

evident in the quartets.

Similarly, the Thirty Three Variations on a Waltz by Diabelli,

Opus 120, for piano, marks a comparable high point for the form.

 __——v

126 Paul Nettl, speaking of the piano sonatas in Beethoven

Handbook (New York: Frederick Ungar Publishing Company, 1956),

notes,"The last three sonatas are the most sublime and intimate pieces

that Beethoven wrote for the instrument" (p. 176).

'
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The variation form was much beloved by Beethoven and used exten-

sively by him in all musical genres; it is in fact an important struc-

tural element of the late quartets, where Beethoven developed its

possibilities past anything which had previously been accomplished

and subtly integrated it into the other sonata movement forms.

The Diabelli variations, composed in 1823, are to the piano in a

way what the Grosse Fuge is to the string quartets. Called by Hans

von B'ulow the "Mikrokosmos of Beethoven's genius," the variations
 

are an important segment of Beethoven's late work; as such, they

could well have exerted their proportionate influence on Eliot and

contributed a commensurate share of inspiration for his effort to

achieve a poetic equivalent to the singular accomplishment of Bee-

thoven in his late music.

Eliot's familiarity with music was by no means limited to the

works of Beethoven. As an enthusiastic music-hall devotee in his

earlier years he was thoroughly exposed to the popular music of

the times; and his earlier poetry, as we have seen, attests well

to his knowledge of the jazz idiom. The St. Louis of Eliot's youth

was a major Midwest musical center which had a symphony orches-

tra, several choral societies, grand and light opera groups, and a

plethora of music schools and conservatories. The city was a prin-

cipal booking stop for the leading international concert artists as

well as the major opera companies from the East. In addition, there
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were many local instrumental groups, both professional and private,

and musical activity was rife in the performance of chamber music.

Given his background and interests, Eliot must have had an early and

wide exposure to serious music, not only in the more popular genres,

but in the literature of the string quartet and other chamber ensembles

as well. His college years in Boston--one of the East's leading music

centers--would of course have provided him with increased opportunity

for indulging his musical tastes. Eliot's quotations from Wagner's

works in The Waste Land--the lines from the song of the young sailor
 

and the words of the shepherd from the first and third acts of Tristan

 

und Isolde worked into "The Burial of the Dead"; and the call of the
 

. Rhinemaidens from the third act of Die G3ttercfimmerung included in

the parody of the Rhinemaidens' song in "The Fire Sermon"--suggest

much more than a superficial acquaintance with the works of the great

Romantic composer. He was, at least for a number of years, some-

thing of a balletomane, and this alone would have brought him into

intimate contact with a wide diversity of serious music, much of it

by the great composers from at least as far back as the Baroque period.

Apparently Stravinsky's works made a strong impression on Eliot

(a fact which would readily be anticipated, since Stravinsky was easily

the dominant influenceuthe fountainhead even--of twentieth- century

music). Grover Smith discusses Eliot's criticism of the disparity

between Massine's choreography and the music to Stravinsky's ballet

Le Sacre du Printemps, which Eliot had seen in London the summer
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before writing The Waste Land; and he quotes Eliot writing on the
 

subject in October of 1921:

"In everything in the Sacre du Printemps, except in the music,

one missed the sense of the present. Whether Stravinsky's

music be permanent or ephemeral I do not know; but it 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 under-

ground railway, and the other barbaric cries of modern life;

and to transform these despairing noises into music. "12 7

Then too, Eliot would have had a particularly intimate exposure

to contemporary musical criticism as editor of The Criterion from
 

1922 to 1939. The periodical published many reviews and articles

on music and the allied arts, and J. B. Trend was a regular contri-

butor. Trend had a particular interest in certain of the modern and

contemporary composers, and his extensive articles on such compos-

ers as Bartok and de Falla would most certainly have been of sub-

stantial motivation, all other influences aside, for Eliot's expanding

awareness of contemporary music. 128 Pound too occasionally

 

127 Quoted in op. cit. , p. 71. From Eliot, "London Letter, "

Diall LXXI (October 1921), p. 453.

128 In his article "Music: Contemporary Principles" in Vol.

II], No. 11 of The Criterion (April 1925), Trend made a cogent connec-

tion between certain of the modern composers and Beethoven which

certainly would not have been lost on Eliot. Speaking of the contempor-

ary vitath of Bartok and de Falla, he said, "The leaders of contempor-

ary music (we shall agree with Jarnach) have been Sch'o'nberg and Busoni.

They are, undoubtedly, the representatives of an aristocracy of musi-

cal intellect, without which a period can never be said to have a style

of its own. Yet it is precisely in style that they differ. Sch'onberg has
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contributed articles on matters musical, and his discussion of such con-

temporary composers as George Antheil, Stravinsky, and others--

always in his own pungent, audacious, and highly individual style--

would assuredly have had a stimulating effect on Eliot's appreciation

of their music. And of course Eliot's own columns and reviews

appearing throughout his editorship of The Criterion attest to his
 

vital interest in and continuing inquiry into music along with the

other arts. The particular relevance of such literary musical

criticism to Four Quartets lies in the fact that it would have given
 

Eliot an understanding of the technical and formal aspects of music

which listening alone could not have done, and would have provided

an insight into the aesthetics of music which the study of Four Quartets
 

reveals him to have had.

Any final conclusion as to Eliot's use of specific models for

Four Quartets must, then, recognize that the poet's interest in
 

music stemmed from an early age, broadening throughout his life,

and that it encompassed a diversity of musical styles, periods, and

genres. The very breadth of his musical orientation alone would

almost seem to have precluded too narrow a concentration on one

isolated musical prototype. In addition, our analysis has shown

that throughout all of his creative work, even from his earlier

been influenced by the last quartets of Beethoven; it is he and his

pupils, and not 'le bon pare Franck, ' who have begun where Bee-

thoven left of " (p. 435).
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periods, Eliot was experimenting with musical analogies in struc-

ture and form, and we noted parallels to those poetic constructions

in a wide variety of music ranging from seventeenth- and eighteenth-

century contrapuntal and free fugal forms to twentieth- century jazz.

Also, of course, many of the devices Eliot used are of a general

musical applicability and are common to music of all periods and

styles. And finally, the detailed structural analysis we have made

of Four Quartets, coupled with a consideration of those works most
 

often proposed as providing Eliot with his specific models--the last

quartets of Beethoven--seems to show conclusively that, while _F_o_1_1_1_‘

Quartets possess a remarkable structural equivalence to music

generally, both in their overall sonata structure and in the construc-

tion of their individual movements, there is no direct correlation

with the structural form of any one of the individual quartets; cer-

tainly not to a degree which would justify a conclusion that Eliot

was trying to create a literal poetic counterpart of that music.

At the same time, however, it is clear that the music of Beet-

hoven, and particularly the late music, held a special appeal for

Eliot and exerted a profound influence both on his perception of musical-

poetic analogies and on his attempt to infuse his poetic work with

comparable musical elements. The late music of Beethoven, in its

aesthetic development and artistic achievement, is largely comparable

to the last plays of Shakespearengymbeline, The Winter's Tale,

 

Pericles, The Tempest--to which Eliot pointed as representing the
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epitome of Shakespeare's second major period, in which he was con-

cerned with experimenting to see how elaborate, how complicated,

the music could be made without losing touch with colloquial speech

altogether and without his characters ceasing to be human beings.

Beethoven similarly in his late music pushed the elaboration and com-

plexity of his musical language to the very confines of the medium

and stretched the elements of his artistic form to the limits of their

ability to communicate--as witness the Grosse Fuge.

From the standpoint of pure artistic achievement the string

quartets stand at the apex of the master's work; for, stripped of all

extraneous instrumental resources and limited to the barest minimum

of performing ensemble--a format in essence simple, stark, and

transparent-—these works are entirely a product of pure musical

idea and invention shorn of all accessory aids. Consequently, in

their sublimity of musical expression and their seeming sublimation

of the musical language itself, in their projection of a musical ethos

which tends to transcend the performing medium so that one is con-

scious only of the music qua music and awareness of the performing

ensemble fades into the background, the late quartets are an eloquent

testament to the genius of their creator. In this respect the quartets

most logically serve as the primary inspiration for Eliot's Four Quartets.
 

Then too, aside from the evidence of Eliot's own (admittedly meagre)

statements, the bits and pieces of information garnered and trans-

mitted by various scholars and critics, researches such as those of
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Howarth, Harvey Gross, and others, and the nature of Eliot's own

concert-going activities while yet a youth in St. Louis and throughout

his life, the internal evidence of Four Quartets alone is most revealing.
 

One is struck by their relative transparency, i.e. , the clarity and

intensity with which the philosophical and religious idea speaks to the

reader in a seeming transcendence of poetic medium; by the essential

simplicity of their language idiom, which is at once direct and vital,

capable of immediate and forceful impact but also of the most delicate

imagery and subtle implication; by the nearly perfect mingling of form

and content; and, upon analysis, by the complexity and elaboration of

their poetic construction which finally belies the apparent transparency

of design and simplicity of method.

In these qualities Eliot's quartets not only provide a poetic equi-

valent to their musical counterparts, but also bear the same relation-

ship to the earlier works of their author that Beethoven's late quar-

tets bear to his preceding work. Four Quartets are to The Waste Land
  

in effect what Beethoven's late quartets are, say, to the Fifth Sym-

 

phony. For in Four Quartets the rich symphonic textures of The Waste
 

_L_an_<_i have given way to the sparse, unencumbered timbres of the string

quartet; here the overlaid sonorities and swirling orchestral colors

of "A Game of Chess, " "The Fire Sermon," and the rest have been

replaced by the translucent voicings of the smaller ensemble. The

language of the earlier work is sensuous, opulent, and wide- ranging,

well adapted to the diverse experience and variety of rich allusion with
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which it deals; in Four Quartets this has become modulated into a
 

poetic expression of contrapuntal clarity capable of effectively handling

the abstract and often complex thematic materials while still retaining

the capacity for emotional intensity, vivid imagery, and subtlety

of symbolic statement. Thus the colorful, graphic death by drowning

of Phlebas the Phoenician is now transmuted in "The Dry Salvages" '

to the "drift of the sea and the drifting wreckage, " to the beaches ' w

littered with the torn seine, the shattered lobsterpot, the broken

oar, the gear of foreign dead men. The highly romantic, intensely-

imaged approach to Chapel Perilous where the Fisher King undergoes

his trial becomes, in "Burnt Norton, " the acerbic "place of disaffec-

tion, " empty of sense and meaning, the dark and twittering world

through which the poet must descend during his dark night of the soul.

And the dramatic, powerful confrontation of the narrator-Tiresias-

Fisher King with the voice of Divine Reality speaking through the

awesome utterances of the Thunder finds its transformed counterpart

in the meditation stimulated by the discourse of Krishna and Arjuna

in the third Quartet, or in the discursive colloquy with the dead master

of "Little Gidding. " Even in the intensely metaphorical sections of

Four Quartets the imagery cuts through with a preciseness and clarity
 

which leaves well behind any virtuoso poetic medium such as that

which carries the multi-layered music of The Waste Land. The
 

imagery of the hyacinth girl and the Hyacinth garden is powerful and

moving in its sensuous appeal; but the spring time of "Little Gidding, "
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no less affecting, where ". . .the hedgerow/ Is blanched for an hour

with transitory blossom/ Of snow, a bloom more sudden/ Than that .

of summer, neither budding nor fading, / Not in the scheme of genera-

tion, " and where ". . .you will find the hedges/ White again, in May,

with voluptuary sweetne ss, " is couched in a music more intuitive,

more pellucid, and of a much more delicately complex elaboration.

There would seem to be little question, then, that Eliot's Four
 

Quartets are the aesthetic and artistic analogues of Ludwig van

Beethoven's last string quartets; and certainly Eliot achieved the

ideal of which he conceived when, inspired by both the music and the

individual accomplishment of the composer himself, he set out to.

create poetry which, "standing naked in its bare bones, " would speak

through the medium and communicate directly with the heart and mind

of the reader or auditor.



CONCLUSIONS

On the basis of all of the presently available evidence--that is,

Eliot's own general and specific statements about the analogies of

music and poetry; the internal evidence from Four Quartets and from
 

his other poetry as well; the critical observations of scholars who

have brought facts of diverse kinds to bear on the subject; and the

comparative analysis of Eliot's poems with certain musical works

most closely and logically associated with Four Quartets--we may
 

arrive with relative assurance at three specific conclusions: First,

that in its structural, formal, rhythmic, technical, and general

aesthetic design and construction, Four Quartets bears an analogy
 

with music which is so close, often so detailed, and so pervasive,

that the poems cannot be finally and completely evaluated without

reference to the musical elements; second, that in the musical as-

pects of their construction FourBurtets derived from a broad
 

musical background of classical, Romantic, and contemporary music

and cannot readily be attributed to the specific example of isolated

models; third, that while Eliot was not attempting a direct structural

analogy in the poetic medium with any one specific prototype of musical
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composition, it is highly probable that his principal inspiration

was the late music of Ludwig van Beethoven, even largely the string

quartets; and that, inspired by the composer's individual genius and

personal accomplishment, he apparently was most concerned with

emulating in poetry Beethoven's magnificent artistic achievement in

the string quartet form.

Certainly there can be no doubt as to the musical influence Oper-

ating on Eliot throughout his creative life. His critical work has

constantly reverted, as we have seen, to a consideration of musical

analogies in poetry, whether in terms of elements overtly common

to both arts, such as structure and rhythm, or of more specifically

musical techniques such as the contrapuntal arrangement of subject

matter; and his perception of the larger aspects of musical design

encompassing entire works--as in whole plays of Shakespeare--

has been amply manifest. Eliot has been most unequivocal in

imputing to musical analogies much of the formative influence—-

even generative, as with rhythm--on his own poetry. The use

of musically-analogous construction is evident from Eliot's first

work, appearing in the earlier poems primarily as the exploitation

of individual techniques and devices, such as jazz rhythms, changing

metres and cross rhythms, juxtaposed restatement of themes, modu-

lation of key, rubato, suspension and cadence, and stylistic imita-

tion; then moving in later poetry to a more subtle incorporation of

these elements coupled with a growing application of musical form
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and structure to the total design of the work. We have noted the

emergence of both binary and ternary forms and such musically-

analogous forms as rondo, theme and variations, and, above all,

Eliot's poetic equivalent of the sonata structure. We have observed

the poet's intuitive feel for the sonata structure as most aptly accomo-

dating the movement and flow, the presentation, development, and

resolution of his ideas, and we have seen Eliot's refinement of the

form through the conscious application of constantly-evolving

musico- poetic techniques. The culmination of Eliot's maturing

concepts and deve10ping techniques occurs in Four Quartets, where
 

each poem utilizes the poetic equivalent of the musical sonata in a

multiple-movement structure which provides for contrast, both within

and between movements, of mood, tempo, rhythm, metre, and form,

and allows each movement to be most suitably adapted, in both struc-

ture and texture, to the individual treatment of its thematic materials.

And in Four Quartets Eliot's use of musically-analogous elements
 

reached its crowning point through his integration in the sonata struc-

ture of a complexity of musical techniques: motivic development,

thematic metamorphosis, and various contrapuntal devices including

statement, re-entrance, and juxtaposed restatement of themes;

varied rhythmic devices including changing metres, shifted rhythms,

polyrhythms, and polymetres; and numerouspoetic parallels to such

musical elements as suspension and cadence, modulation of key, use

of transitional passages, handling of a theme by different groups of  
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instruments, rubato, accelerando, and other devices. In short,

the analogy with music is everywhere manifest throughout _Fguf

Quartets; and further, is so broad in its application and so per-

vades both the structure and texture of the total work, that it must

be considered a major aspect of any serious study of the work.

Clearly, no English- language poet before Eliot has approached him

in the comprehensiveness of his view of the possibilities for the use

of musically-analogous elements in poetry or in the concrete appli-

cation of those techniques; and, while there have been many poets

who have been vitally conscious of the musical aspects of poetry,

and many whose verse has been highly "musical" in a lyrical, and

sometimes even very literal, sense, none has come near to Eliot's

achievement in Four Quartets in making closely-literal musical
 

analogy a fundamental vehicle in the creation of the serious long poem.

Walter Pater, that sensitive spokesman of the pre-Raphaelites,

writing in 1877 in his essay "The School of Giorgione, " formulated

his thesis that all art constantly aspires towards the condition of
 

music. He did not mean, of course, as sometimes misinterpreted,
 

that the other arts seek a metamorphosis into the musical idiom,

for, as he observes, "The sensuous material of each art brings with

it a special phase or quality of beauty, untranslatable into the forms

of any other, an order of impressions distinct in kind. "129 Nevertheless,

 

129 Walter Pater, "The School of Giorgione, " in The Renaissance,

with an Introduction by Arthur Symons (New York: The ModErn Library,

No. 86 _/_N.D_._7), p. 107.
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despite the unique qualities of each individual art, he finds it

noticeable that, in its special mode of handling its given material,

each art may be observed to pass into the condition of some other

art, by what German critics term an Anders- streben--a partial

alienation from its own limitations, through which the arts are able,

not indeed to supply the place of the other, but reciprocally to lend

each other new forces. 130 All the arts in common, Pater holds,

aspire towards the principle of music, since music is the typical,

or ideally consummate art, "the object of the great Anders- streben

of all art, of all that is artistic, or partakes of artistic qualities. "131

For, while in all other kinds of art it is possible to distinguish the

matter from the form, and the understanding can always make this

distinction, it is the constant effort of art to obliterate it. In music

this obliteration is most complete, and essentially music presents

no words, no matter of sentiment or thought, separable from the

special form in which it is conveyed. Thus music is an art in which

form and idea, medium and substance, are perfectly consonant. In

fact, in music form _i_§ idea, the nature of the medium being such that

one cannot exist without the other, and both are created simultaneously

in a common birth.

 

130 Ibid., p. 110.

131mm,, p. 111.
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So poetry--and for Pater the true poetical quality comes of an

inventive handling of rhythmical language, and from an inherent

element of lyrical song--constantly seeks the same purity found in

music, and strives toward an equivalent mating of form and idea.

And the greater the obliteration of the distinction betwen the two,

and the more nearly the two elements approach identity, the purer

and more nearly perfect will be the poetic expression.

Very simply, it is here that one finds the ultimate criterion

of Four Quartets. For, as we have seen demonstrated time and
 

again throughout our study, Eliot achieved in this work an identity

of form and idea, a melding of poetic medium and poetic substance,

approaching complete congruence; it is certainly far in excess of

anything he had previously done, and, in terms of the longer poem,

has seldom if ever been equalled by poets in the English language.

In Pater's context, Four Quartets approaches the condition of music
 

about as closely as it is possible for poetry to do. It is a remarkable

accomplishment, attained primarily through T.S. Eliot's acute per-

ception of the nature and the potential contributions of the musical

elements of poetry, and by his adroit manipulation of those elements

in creating a serious poetic work of depth, intensity, and universal

meaning which superbly realized his artistic ideal.
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SCHEMATIC DIAGRAM

"Rhapsody on a Windy Night"

Illustrating thematic contrapuntal re-entrance structure providing

equivalence to late 17th- century ricercare and early 18th- century
 

free fugue.
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APPENDIX B

This appendix presents an analysis of the structural form of

Section I of "Burnt Norton" in terms of analogy with the sonata

allegro musical form (see footnote 21).

It should not be inferred that this is the only musical analogy

which this movement will support; other analyses are certainly

possible. However, the equivalence to the musical form of the

structure developed by this particular analysis is striking, and

is probably much more literal than that which may be discerned in

any of the other movements of the Four Quartets. It is therefore of

particular interest for the subject under consideration.

As foregoing discussion in this paper has indicated, it is a

moot question, and will probably never be known with certainty,

to just what extent Eliot attempted a literal poetic counterpart of

the musical form; he probably did not conceive of any such exact

equivalent as the analysis of this section discloses. Regardless of

his conscious intent, however, this is the structure which he created,

and in its close musical analogy it provides for the same concentra-

tion, intensity, and unity in the poetic work which the musical form

makes possible for its medium.
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SONATA STRUCTURE

"Burnt Norton"

"East Coker"

"The Dry Salvages"

"Little Gidding"

APPENDIX C

THE STRUCTURAL FORM OF FOUR QUARTETS

I - BINARY

Sonata Allegro

A. Exposition

Time as progression, eter-

nal, and potential

3. Development

Time and experience as past,

present, future, potential,

and actual

C. Recapitulation

Potential and actual result

in eternal progression of

present moments

Song- Form

A. Cycle of birth, growth, death;

time as recurrent progression

8. Experience of the present

timeless moment

C (A/B). The passing of genera-

tions viewed from the vantage

point of eternal time

Coda. Return to the temporal

actuality

Song- Form

A. The river - time as succes-

sion (temporal)

B. The sea - time as eternal

and all-encompassing

Transition. The ground swell

C (A/B). Intersection of eternal

time with the present temporal

moment. Metaer of the

ground swell.

Coda. Eternal succession

Song- Form

A. Eternal time - eternity con-

tained in midwinter spring

B. Experience of a given moment

in the flow of time - nature in

May time

C (A/B). Experience in the chapel -

outside time but within time

Coda. Eternity and timelessness

in the timeless moment

275

II - THEME AND VARIATIONS

A. The apparent flux of life recon-

ciled in eternity

B. 1. Reconcilement in terms of

stillness and movement

2. Resolution in terms d the

union of change and perma-

nence

Coda. Time the only medium of

reconcilement

A. Uncertainty of human perception,

deception of human knowledge

Transition. Difficulty of poet's craft

8. l. Deception of knowleQe taught

by elders

2 Limited value of knowlefle

derived from experience

3. Blindness and uncertainty of

man in the mortal world

4 Deception of wisdom in old

age; humility the only wis-

dom

Coda. Transience of human existence

A. Inquiry into the meaning of man's

endless cyclical succession

B. 1. Meaning attained through the

pattern of pet experience

2. Experience restored through

approach to the meaning

3. Meaning attained through

min and suffering of others

put

Coda. Permanence in transience

through time, the vehicle of

experience and medium of re-

concilement

A. Decay of the mortal world result-

ing from human neglect of what

the past has taught and achieved

8. 1. Present decay through man-

kind's willful destruction

2. Colloquy with the dead mas-

ter: lessons of experience;

change and decay of individual

human existence; redemptive

power of spiritual insight and

"fire"--purgation--of vocation

Coda. Emergence from introspection

 

 

.
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’ mu: mmm in - BINARY IV - srnomnc (UNIT) roam v - BINARY

75' 1.33:!!! :‘mi ium A. The time-bound nature of the a A. Contemplation of the poet's

tile-:1: cur-in human condition Ultimate salvation of escape struggle to achieve the form

1 Erratum! 1. mi B. The "downward way" through from the temporal world to and pattern through which

gm... m we... mystical experience as the re- the "still point" is only attain- poetic expression may attain a

1, ”mm. a m, g, lease from the boat‘s of time able through a knowlem of, permanent, independent exis-

mm at (man, and acceptance by, God the tence surviving change and carry-

,” Father ing universal meaning

B. Love, the unmoving mover, in
I Tim: the any media!

"mg“. its highest form, the Incarnation,

realises all potentialities, re-

solves all ambiguities; ultimate

meaning exists at the still point

A. The agonized wait for the mysti- a (1” A. Reflection on the armousness of

summary a saw arm at illumination the poet's continuins fight to man-

pupae at m: in"!!! 1. All mankind disappears into Acceptance of Christ the ter the intractabilities of lan-

utian affirm" 0‘ 3" ' m the dark, we with them Saviour and His sacrifice guage and achieve a poetic expres-

pmgean d incl-m3“ 2. a) Necessity for submitting to for man is the only means sion adequate to his changing

' my mom 1:) the darkness of God, of recbmption from the hu- needs

aw.“ ,m, :1 mm c) illustrated metaphorically man condition; the Church B. Communion and union attained

:2“ 1mm “3mm 3. Necessity for waiting (b- is the true gulch to salva- through a burning commitment

,f‘ u “mm” tached from hope, love, tion to each moment of this life in

Bend!” mm, mi thought, in faith the realisation that each action,

3““ “ at am, mi Transition. Intimations of immortality each use of the ioumev. is not

3'3”“. m 0,, r, s. illumination via negative way of only an end but also a besinnins

an M1“? ' self-(huh! of St. John of in.

Join
7.15“.” dwall?” CTOII

A. Dilemma of the relationship (1 a a’a’ A. Musings on man's futile attempts

“at pst, present, and future to see into the past and future;

H mm W ”a?” B. Time as a accession of present Invocation to the Virgin, the the mystic alone is camble of

l“, {filial I” “if” moments; the moment of exper- patron saint of mariners, for an apprehension of ultimate

new! arm-19° “new lease exists only in the present. the protection of all voyagers, reality

as!!!” p53 “V3.” Man's commitment must be to and, implicitly, for all man- B. Through the incarnation man

Exam?“ re "4"“ momentary action, from which kind may attain his fullest realiza-

mfl w the 5““ his future will result and from tion of the reconciliation of

‘W‘ ' . am; " ~ which meaning is derived movement and stillness, of the

“ma. ”gum d 9“" Cock. Exhortation to action spheres of existence. Through

“n and ~ continual striving in significant

"‘an ja 3139:! action he may attain to the still

"3' not int

at” an" :11” d 3' W

net

1933‘“

A- The use 01 memory: liberation a a’ A. Every phrase and sentence of poet-

from both future and rust through ry in its meaningful patterns both

, .and red? detachment, as opposed to attach- Mankind has choice of two kinds an end and a beginning, every poem

r J me mom‘w dd ment or indifference. The pet, of fire--those of purgatory and an epitaph; with every action we die

m nuts“ rid-”d muted reclaimed by memory, is trans- hell--which will determine his with the dying, are born with the

‘ s dug" '04, all” figured in {POOGOID hope or despair; Divine Love, dead. History, a pattern of timeless

”‘an, ac: 9‘ -. ~51 B. All the dead of history reconciled manifested in two kinds of fire, moments, redeems a people from

"f. nilfd‘ M“; 1,,- in death; they become for us a and the origin of our purgatorial time; it is here and now

‘6 9.... mm 3* if M. symbol 0‘ ““0" in the present agony, is the universal motivating 8. God as ultimate source, as beginning

man» in d cirr‘é‘fi moment, a model of perfection force and man's true hope for and end, comprehended; true nature

.g :059" «a, d “4‘, Com. Our redemption derives from salvation of Divine Love, revealed in the Incar-

tar-41' 3‘ tent" jug our action, as the motive and ac- nation, known. Time and temporal

,min 2115 "m; Ink! 5, tion of the dead are purified in existence finally redeemed through

"or 0‘ .p ”or ”is, the eternal knowledge of Trinity-octernal in tem-

},r¢"-'F’rgom tall“? poral--and unity of suffering and Love

118er
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APPENDIX D



lst Voice

2nd Voice

3rd Voice

2nd Voice

3rd Voice

2nd Voice

3rd Voice

2nd & 3rd

Voices

combined

lst Voice

 

 

APPENDIX D

CONTRAPUNTAL VOICING:

The Hollow Men, V
 

Here we go round the prickly pear

Prickly pear prickly pear

 

 

Here we go round the prickly pear
 

At five o'clock in the morning.
 

Between the idea

And the reality

Between the motion

And the act

Falls the Shadow

For Thine is the Kingdom

Between the conception

And the creation

Between the emotion

And the response

Falls the Shadow

Life is very long

Between the desire

And the spasm

Between the potency

And the existence

Between the essence

And the descent

Falls the Shadow

For Thine is the Kingdom

For Thine is

Life is

For Thine is the

This is the way the world ends

This is the way the world ends

This is the way the world ends

 

 

Not with a bang but a whimper.
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