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

focus 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. The

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
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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 develop-
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

A
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Kenneth W. Rhoads
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 Four
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,
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 ina perfect

fusion 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 Four
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.

Howe ver, the title is by no means the sole evidence of such musi-
cal influence 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

R

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.
Invarying degree, most of his poetry is readily accessible to analysis
which discloses close parallels with musical elements and the use of
Poetic devices and techniques bearing a close correspondence to those
of musica] composition. In the early experimental work this is
frequently ohvious and of a manifest virtuosity, while in the later and

more mature poetry the exploitation of the musical elements becomes
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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. Possibly 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 Eliot's 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 Eliot'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
of Eliot's musical elements already considered by other critics,
I may 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 1ast works must necessarily involve a consideration of Eliot's




sarler expe rim:
e of his evd

15 dapter 10 2

war s

zez:0f the ear
450 bring s:
Elent. The ¢
‘ L7 ith varioy
2, linear ele;
' ¥ites ang aspe
i
“itreat the St
i) luence

N

S’Z'IT.C‘{GH.




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. '/A Lyric/" (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

for the form):

A\
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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-
]ades”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
3

attenuated tones of violins/ Mingled with remote cornets,"* 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 A1 quotations from Eliot's poetry cited in this paper, when
not otherwise noted, are from the poems as they appear in The Comglete

goems and Plays: 1909-1950 (New York: Harcourt, Brace & World, Inc.,

B\

Sl
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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 fall'/ 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

lady's pathetic futility and verbal grotesqueries, the substance and
movement of the entire poem are distilled and summed up through
2 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
one or more other pieces, such as a fugue or a suite of dzmces.4 At
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).

A
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which originated in the sixteenth century and, according to André
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 name fancy. 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
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 ricer-
care.®

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

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

5 0p. 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 capriccio; 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
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 contrapuﬁtal 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

N
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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 of "". . .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
of the original not only in terms of idea but also through the verbal
relationships.

The first three themes are all introduced within the first three

line s 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 (ic) 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
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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. 4

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

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

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

% Pedal-point, or pedal, one of the earliest devices of polyphony--
Perhaps the earliest (its extended use is found in Oriental and primitive
music)--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-
ration" of the fugue. "It comprises a series of canonical entries of the
;ﬂlblect and real answer, in increasingly close succession (stretto means
close, 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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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. “d 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-oriented 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

Night" are graphed according to their musical structure, the

SOpiecit, - s34
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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
ada pt the elements of musical structure to poetry, so that an enlarge-
ment of musical concept and an increase in musical analogy may be
found in later works. Thus, Denis Aplvor, who made a musical
R 10
setting of The Hollow Men,  discusses the inherent musical aspects
of the poem:

A remarkable feature, which must immediately strike a musi-
¢lan, is the music-like mode of construction employed by the poet
In The Hollow Men. The effect is not impressionistic, as, for
“‘Stance, are certain parts of Joyce's Finnegan's Wake, but the
POem employs, deliberately or unconsciously, musical devices--

in reality, variations on thematic fragments--which form the
basis of the art of composition. What a composer does in the way

10 7he Hollow Men. The Poem by T.S. Eliot. Set for Bari-
tone Solo, Male Voice Chorus and Orchestra by Denis Aplvor (Oxford
University Press, /1951/).

A\
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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. . . . Infact, 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 The
Hollow Men, was notable for its incorporation of musical device and
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

Section 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
Pre ceded by some fourteen years, will be discussed in connection
With the consideration of Eliot's use of specific musical models for

Foux Quartets.

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

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

belli shed with songs among the dialogue, " and which he indicates Eliot

seeém s at one time to have called "Wanna Go Home, Ba\by't’"12 is

1
s Setting The Hollow Men to Music," in T.S. Eliot: A Symposium

for his Seventieth Birthday, edited by Neville Braybrooke (New York:
Farrar, Straus & Cudahy, 1958), pp. 88-89.

2 op. cit., p. 135.

B
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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
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

to 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 mysical poetics--maybe, as the title implies, just to keep in
Practjce--the five poems, brief as they are, display some intriguing
Paraljels with musical form apparently not previously noticed. ''Lines
toa Workshire Terrier" would seem clearly to effect a poetic imi-
tation of the musical toccata. More a style than a form, since it has
"0 Precise form, the toccata (from the Italian toccare, "to touch,"
Or "'to play'') is essentially a virtuoso instrumental composition

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

P —
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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 isina
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
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 o and long a; 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. Inan
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

VN
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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 from paws to pause 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 pause and paws to provide an initial enharmonic change,
and the shift from paws to pause as 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 sudden rubato (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 x-ubato effect emparts a strong cadence feeling to the closing lines.

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

fornma which is very closely equivalent to the classical rondo form in
Musi c. 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 AB A C A D A and so on. The subject
is usaally fairly short; the episodes, generally of similar length,

are lomger. They may derive more or less directly from the subject,

though they may also differ from it completely. The episodes are
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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 him)--
which recur several times (once in a modified, or A’ form of a single
line, ""How delightful to meet Mr. Hodgson!'). 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
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 ADA.

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

1
the fina} appearance of the subject. 4

13 A coda (Italian, literally "tail") is a section of a composition
added 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
;“’"‘mu}' found at the end of each movement of a sonata, symphony, etc.
n slow movements it usually functions as an epilogue, while in fast move-
ments it frequently leads to the final climax, often combined with a quick-

N
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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
sonare, "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

Style 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 aaba; the middle B
section is symmetrical within itself with a scheme of acca; the last
section rhymes dded, which is identical in pattern, though not in actual
rhyme, to the first section, and constitutes a return of the first part.
We might therefore designate the form as A B A, or possibly A B A%
The two-line ritornello completes the structure with its ff rhyme.

The Five-Finger Exercises are thus skillfully-constructed little

¢ameos in which Eliot has exploited certain musical forms and devices

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

derives its material from the preceding themes of the movement. In
movements in sonata form the coda frequently assumes considerable

ension, and occasionally becomes a second development section; as
note the first movement of Beethoven's Fifth Symphony .

A\




d, vhile s

salisha defl

uatof the g

Ash Wedne

EXopment in
¢ thematic
=01’ major

boty siinihrit"

ol music;

¥me highly ¢
i obn'ous’ m
S0, Jegg o
ke e, e
e tog) €Xpr

The sy clo:
% g stantiam
% movemems (

N consider



23
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
;ievelopment 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
of the total expression.

The six closely-related sections, or "movements, " of Ash Wednesday
are sybstantially analogous, in their relationship and contrasts, to
the movements of a musical sonata, which will be discussed more
fully jn 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 hope
Because I do not hope to turn




i
R\

e s an exc
wiariation
L3 ecomes .
15 Stanza--t.

s of the £,

------

1
eedds ZTaCE

Hiroduced ;

.....

“% tematic
L20% thay timg
~Zigin, " g

*a serieg of

Wi i form
g i my
e both
g In the
The Tovem,

‘Maria of th,



24

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
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function as short codas:
Lord, I am not worthy
Lord, I am not worthy

but speak the word only. (III)

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.
Moveme nts five and six both employ very brief snatches of prayer
as final cadence, that in the fifth movement having been prepared for
by a longer coda-like line beginning with the same phrase--'""Oh my
People”-~and appearing twice within the movement. The invocational

mode of a1] of the codas helps establish a sense of unity among the

_‘
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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,
of themes originally introduced in the first, or a preceding, section.
F“rther, the musical restatement of themes in a concluding section
Or movement is usually in a different mode or key, and often in
modified or developed form, and the sixth section of Ash Wednesday
sjm“-’i-rly contains such transformations. The opening lines of the
Work a re 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
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 musie, 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
"s . Ustill fly seaward, seaward flying." Initially he "". . .cannot drink/
There, where trees flower, and springs flow, for there is nothing

3gain"; now he rejoices and his spirit quickens in the "lost lilac" and

B
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the "bent goldenrod.' At the beginning of the dark night he could only
", . .renounce the blesséd 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 : ’
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
termina ted the opening movement, the poet ends on a rising note of
hope with the ardent and exalted ""And let my cry come unto Thee."

Ash Wednesday, then, marks a high point in Eliot's development
of a poetry whose form and structure bears inherent and close analogy

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

N £
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and elaboration of a musically-analogous poetic language
‘philosophical and spiritual expression in which form is

| . y
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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. o4 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. ButI
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; and I do not believe that this is an experience pecu-
liar to myself. The use of recurrent themes is as natural to
Ppoetry 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.

30
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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 aig 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
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

15 From "The Music of Poetry" as reprinted in Eliot's On_
29¢} Q 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
to music which was a Symbolist tenet, he says:

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

tainable timelessness; and if the other arts may be thought of as
Yearning for duration, so Music may be thought of as yearning




e sl
tonical tre
ajece of
{4y mom-
s precede
Lshouid ke
Traind at |
it etter w
&, v.'hazl'
ST exper

Firally, s
s well,
CELosely g
Wialitargy
?:‘:QIO, Sus
ki analo
" ey,

o

J.’be

;‘nmng

=) S of
NGW’ It

i)
gt

By

€epy;



33
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 preeceded and what is to come, the more intense
is our experience. 1

Finally, since music and poetry are not only temporal arts but
tonal as well, many of their basic elements and modes of expression
are closely similar: rhythm, metre, tonal values--both quantitative
and qualitative--pitch, timbre, intensity, dynamic level, legato and
staccato, suspension 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

a0 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-
gery, throughout one play, has to do with the total effect."“ Eliot
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 Op. 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

29 In his ""Note to 'Poetry and Drama' "

or from that of the music."
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 1pid., 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

20 op. 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 totality 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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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 themes, 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

21 The term sonata-form, though commonly accepted and
used, is a somewhat inaccurate term which designates, not the form
of the sonata (a composition consisting of several related but con-
trasted and independent movements), but rather the specific struc-
?ul‘e 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

tion, development, and recapitulation, in which the main and sub-
themes are stated, developed, and restated (usually in inverse order
and with some modification), re spectively. 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. n22
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 canzo 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 epode (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 Bar consisted of two Stollen (section a) and the Abgesang
(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 progreésion, 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 restated_in 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--"1In 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 timelessness 1n 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, again presents 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 in time, experiencing a given moment
in thhe 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
way s. 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
refle ction 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
8r0upP s of instruments, or in contrasting harmonization or different
keys, and, probably even more closely analogous, in an altered
rhythun and tempo; such a change, for instance, as would be effected
by a T hythmic expansion where the same basic melodic progression
woulq pe spread out over a longer sequence of measures in altered
Thythm and in a slower tempo. The second section, while it is struc-
tura]_]y 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
com posers in the history of Western music from Bach through Franck
and even into the twentieth century in the polyphonic revival of the
Viernese school.
In "Burnt Norton'" the highly obscure and symbolic first section

treats of the reconcilemenf in eternity of the apparent flux of life.

The second then turns to a discursive statement which first considers
reconcilement 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 time 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"
anﬁcipates the final poem of the cycle. These closing lines, re-estab-
IiShing the idea of the oneness of time--past, present, and future--
and the intersection of time by the timeless moment, sum up the

the 81s of the movement's opening section that time is the only medium
Of WX timate 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
diff 3 culty 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
pre senting 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 a cquire.
In the final two lines (which in effect comprise almost a separate
SeCtion)-- ""The houses are all gone under the sea./ The dancers
are a 11 gone under the hill"--there is a summing-up of the transience
of hurnan existence and an evocation of the entire first movement.
These final two lines may be considered as a brief coda. They very
definitely impart a strong cadence effect; the repetition of the rela-
Uvely short lines with their identical metrical structure, accompanied

by the change in images, seems to effect the poetic equivalent of the

Plags) cadence in music. 23
TT———

(1 24 The plagal cadence uses the chord based on the subdominant
OU x-th) scale degree preceding the tonic: IV-1I. This is also known as

:he Amen-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, which develops 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, w<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>