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CHAPTER 1

i,j.ojoj*.€.T,X£Lft,

The present study tins tt analysing and 
interpreting the imegistic pattern* in Eliot's early poetry. 
The discussion is limited to tho two early collections of 
BltetU po«M I BtttttgO ,.W4 U917) *nd

(1920), Th« »««t« L»Bd «hUh eould b» mid to 
belong to iiiot*s early poetry it not included In tho 
present study, for it naturally remains outside tho scope 
of tho tint and pwpetfi implied in tho analytical framework 
of tho dissertation* In tho same way, hoetuso of tho 
structural and symbolic complexities of Tho Wait* Land, 
its imsgistic patterns haoe boon thoroughly explored by 
eminent Eliot critics, Comparatively a study of tho imaglstlc 
pattoms in Eliot's oarly pootry is still rewarding because 
there is enough scope for demonstrating tho interrelationships 
between tho imaglstle pattoms, Tho criticism of Eliot's 
oarly pootry seems to deal aero thoroughly with major pomes 
like &g££fii)u But tho prosont study
lays equal emphasis on the minor poems. It has particularly

demonstrated tho eemplex relationship between tho imagistie
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patterns in th# major and tha minor poems. Its peculiarity 
also lias in an alaborata discussion of tha imaglstlc 
patterns in Eliot* a unpublished poems.

For eonvtmlence of tha frsmawsrk of tha argument, 
a poem is treated aa a taiit. So tha analysis of an Individual 
poem alms at shewing tha intarralationa among tha variooa 
patterns of loaves in too poem. At tha same time, tha 
contexts of recurring images are interpret ad at appropriate 
points in tha argumsnt*. the intarralationa bat wean tha 
imaglstic patterns in tha first oelieetton of poena (1917) 
and those in tha second collection (1920) are specifically 
demonstrated. Thus tha phenomenon of imaglstlc patterns 
in Hint* a early poetry is treated as a whole.The discussion 
of the laaglstic patterns is always related to the various 
dimensions of the then*.

The present study owaa a great deal to the efforts 
of eminent Eliot critics Ilka Hugh Kenner, Helen Gardner, 
ttilliesaen, lindail Gordon and others in analysing and 
interpreting the imaglstlc patterns in Eliot* a early poetry. 
According to Hugh Kenner, the imagery in Eliot*a poetry was 
influenced by various sources. Some of them wars t tha 
French Symbolist pools (Lafetpue end others) / later Elizabethan 
dramatists and tha philosophy of F.H. Bradley. The nature 
of Eliot*a imagary was to appropriate anything that cams near.
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That the imagistic pattern la Eliot's early poetry 
assimilated ail those forces wee the first proof of the 
genius of Eliot. Eliot discovered frost Laforgue the 
potentialities of self parody which was given a fern 
through the sartorial imagery. The later filisabethan 
dramatists provided a mood for introspection which 
resulted in psychological imagery allowing the character 
to he dominated and eireumserihed by his sun Image of 
himself. The Influence of F.H.Bradley*s philosophy 
rosulted in^» the fragmentary nature of Eliot's imagery 
where the images do net stand in axplicable analogy 
to one another, but they are essentially dlssei «ted 
and are experienced as ena paychlo totality.

Heisn Gardner states that the imagery in Eliot's
early poetry emerged from what Eliot had described himeelf
at *an intense and narrow taste determined by personal
nttds.** This early taste led him to the later Elizabethan
dramatists as wall as the French symbolists. These influ*
*enees imposed certain limitations on the imagery of the
earlier poems. Gardner finds the images of taste and
small remarkably frequent in the early poatry and thinks
that they are quite natural to a poet whose subject is

2•emsthing "beneath both beauty and ugliness*. Besides, 
there is e rare combination of the city Imagery and the
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nature imagery in Eliot*i early poetry* Eliot dtisribii 
the sordid aspects of tilt modern metropolis in terms of 
not tiro in its sinister aspects.

George lUUaasm swots out tilth trtry interesting 
revelations regarding Eliot* s imagery in tarly poetry.
Ho thinks thst tht imagery is sssosittod tilth feelings and 
not with thoughts. A particular kind of imagery becomes 
tht txprtssion of a particular kind of foaling not only 
in tho smt poo* but in different poem* (e.g. Tht imagery 
of tht stairway). On tht contrary the sant Imagery nay 
croato contrasting foaling* in diffsrant peons (t.g. ths 
Sta imagery) . The pattern that the different inagts 
(with their contraatingeocmotations) naks for us is worth 
studying.

Lvndall Cardan attributes tht soureo of Eliot*a
inagary ta his awn lift. She attonpts to elicit the
autobiographical element in his poetry* Eliot wrote,
"There it a transfusion of the personality or, in a deeper

3sense, the lift of the author into the character."
This nay further ba explained by the fact that tha 
religious imagery in Eliot*a unpublished poems is tha 
result of an influence of his mother, herself a religious 
post. The see-imagery which forms tho background of
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so many poems of Eliot. has an Invariable stamp of tho 
Now England eoast whoso Eliot spont his boyhood.The images? 
of smell which Eliot uses so vividly in his early poetry 
eon be aptly referred to the influence of his father who 
had an acute sense of small. The city imagery is the 
expression of the imprint of the life in cities like Boston 
and Paris which ho experienced as a young student in his 
formative years*

Elaborate commentaries by eminent Eliot critics 
are of great help in analysing and interpreting the imaglstic 
patterns in Eliot*s poetry. But equally valuable are Eliot's 
own comments on his own practice of imagery. In his critical 
writings. Eliot saoms to bo eonsistontly prooceupitd with 
the concept of image. For instance, in the essay "Tradition 
and Individual Talent* (1919) Eliot says that tradition 
involves the historical sente. This historical sense is s 
sense of the timeless as well es of tho temporal and of the 
timeless and of tho temporal together, Eliot's concept of 
the historical sense can be aptly Interpreted in his use 
of time imagery,in poems ouch as Prufrock and "Rhapsody*.
In the essay on Dante. (1929) Eliot talks about Dante's 
power of expressing his content with a force of compression. 
This force of compression is the peculiarity of an image.
The image tell* us many things in a fewive&fe. Some images
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haw a greater power at compression than tha others.
Tha image of tha evening «t tha beginning of Profmk 
can ha cited as an example* In this context, Eilat 
compares Dante with Shakespeare and points ant that 
Shakespeare’s image* art complicated than Dante* Dante9 a 
poatry shows that mere and more rartfiad and remote 
stataa at beatitude can be. tha material far great poatry* 
According to Eilat, hia use of animal imagery hat ita 
origin in a dim recognition af tha direction of baatituda 
as it haa a spiritual undaitana*

In hia tatty, *Tht Metaphysical Paata*, filial 
polnta out that tha paeullarlty of tha Ketaphyalcal paats 
waa that thay produced most auaaaaaful and eharaatarlatla 
effects by auddan contrast of associations. This la known 
aa tha tolosooplng of images* In this aaaay, ha talks 
about tha aourea of imagery «dian ha aaya that tha post* a 
mind is constantly asialgamatlng disparate experiences In 
a now whole* Eliot aaya, *Tha ordinary nan9a experience 
la chaotic, irregular, fragmentary* Tha latter falls In 
lava, or roads Spinoza and these two experiences have 
nothing to do with each other, or with the nolao of tho 
typewriter or tha snail of cooking; in tha mind of tho 
p©at>these experiences are always forming new wholes**4

In tha assay, "Andrew Marvell*, <1921} Eliot 
talks about a succession of concentrated images in
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Marvell’s poem, each magnifying the original fancy.
Thay ere coneantratad in tho $an»a thay intensify tha 

total affact of tho poaa. Tho image of Marvell is mere 
comprehensive and penetrates greeter depths than Horace.

A comprehensive Imago should ho wide enough to cover all 
the other inages, Zt nay fern the background of the peon. 
Eliot also point out the distinction between imagination 
and fancy with the help of tho inego by saying that tho 
fancy develops unintentionally ridiculous inages. These 
images ere sonatines ever developed and distracting.

In the essay9 •The Music of Poetry*, (1942)
Eliot explains that recurring imagery leads to the total 
effect. Eliot decs not use his recurring imagery with a 
singularity ef meaning but it has different meanings in 

different contexts, Zn tha assay *ilUten Z* (1936)

Eliot complains that Milton* s imagery is gansrai and not 
particularised like Shakespeare. Zn "Milton 11% he 
points out that Milton Is at his best in the imagery 
suggestive of vast size, limitless space, abysmal death 
and light and darkness. These are all spiritual concepts. 
Milton excelled In such kind of imagery. He also lacked 
visual imagery.

Zn tha assay ■Johnson ss Critic end Poet" (1944) 
Eliot says thst the modem poet is comparatively careless
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about diction and metro* what is characteristic of 

hit art is now end striking images* Thoso Images are 
specific and Individual and create; interest* In tho 
assay, "Rudyard Kipling*, (1941) Eliot talks about s 

post*a maturity* As a post grows older, ho turns to 
new subject matter, or ho may treat tho same material 
in a different way. these changes may be reflected in a 
change of Imagery or tvm or rhythm*

To define the context of Eliot*a imagery 

it it necessary to taka into consideration the opinions 

of T.E.Hulms mid Errs Poind* T.E.Hulms, the founder 
father of the Zmagist movement, thought that a new and 

original way of saying things was noeossary, if poetry 

was to bo scour ate* This can be found in a new kind of 
imagery $ fresh, unusual metaphors and analogies.
He said "Plain speech Is essentially inaccurate. It is 
only by new melaphors, that is by fancy, that it cm be

tr
made precise*• This precise analogy was otherwise 

known as the Image, Ezra, Pound lays stress on the 
instanteneity of the 'Image1. His one image poem,

"In a Station of the Metre*, reveals the method which 
ha himaslf calls as "form of superposition*, that is 
to say, it la "one idee set on top of another*. This 
method of setting down two equally detailed images
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in a metaphorical linkage Is used occasionally In Eliot1* 
verse, According to Pound9* dictum Xmagism doos not u*o 
images as ornaments. The image is itsolf tha speech.
The image is the word beyond formulated language. Tho 
clarity, precision and concreteness that Pound and hi* 
fallow Iraaolsta strove after caused then frequently to 
describe tense-impressions and details with little reference 
to the object or person of which they were e pert. Eliot*§ 
early poetry quite independently ha* this quality. So far <xs 
the nature of pootry is concerned, Eliot is on common 
ground* with tho Xmagists, But it is in his definition 
of the nature of poetic activity Mid the material out of 
which poetry is made that he differ* fro* the Xmagists,
Like Hulme, Eliot believed that a poet should perceive 
reality sere vividly and accurately then ordinary men.
He said, "I may say that the greet poet should not only 
perceive and distinguish wore clearly than other men the 
colours £ sounds within the range of ordinary wen and be 
able to nako son seo and hear wore at each end than they 
could ever see without hie help.**

Eliot, like Hulme, emphasizes that the writer 
should only present hie observations to the reader, for 
he like them is a limited finite being. He say a, " . . . 
the explorer beyond the frontiers of ordinary consciousness 
will only be able to return and report to his fellow^citisens.
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if he has all the tine i lira grasp open the rail It las 
with which they «r« already acquainted.®7 Further, tha

Isaglsttf eaphasixed the physical nature of poetic 
thought and demanded of tha poet tha priatUv* situation 
where thought became tha experience of teeing tha 
analogy between t«a objects* Eliot finds this real 1 sad 
In Daarta and tha Metaphysicsls* alongwith tha latar 
Elizabethan dramatists.

Tha laagist** effort to present the analogy 
results In tha laago, but Eliot chooses to describe it 
in other terns. Ha speaks of tha •clear visual images*8
of DaCte, •Verbal equivalenta far states of sind and 

9feeling* in hie assay •Metaphysical Poets*t and
10•objective equivalents of feelings* in the famous 

assay •Hamlet*• Eliot eeye, "The only way of expressing 
emotion in the fora of art is by finding an * objective 
corelative', In other wordev a set of objects, a chain 
of events which shall be the forsmle of that particular 
emotion, such that when external facte, shieh must
terminate in sensory experience ere given the emotion

H 3
it lanedietely evoked.®

This is in offset exactly whet Hulas deoaaded 
froa the Znege a fora of direct coaaunleetion. It ie 
Interesting to coopers the way In which both Eliot end
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the Xmegiats niUtt the Image or *the objective equivalent 
of fooling* in on impersonal !«%-,. Fetatd used tho beheviour 

of particles of motel In tho presence of o magnet oo on 
image by which to describe tho process whereby material 

woo shaped in tho pool's wind to bosons art. Eliot tow 
tho sons paroooto ond considered tho ootien that tokos pi act 
whon Oxygon ond Sulphur dloxido nsot in tho presence of a 

catalyst ond rooults in tho format ienf/ of sulphurous sold. 
Tho analogous reaction which tekoo place in tho nind of 
tho post fearns the objective eorelativa, for the poet 
himself Is detoxed from his notorials ond only acts like 
the catalyst in bringing thaw together*

Eech pert of tho complex structure of the early 
poems is an image. It is in itself on Imogist poem, o 
fragment. Each image which mokes up the complete poem is 

clear* sharp* accurate ond visible. A complex view of the 
world cannot bo exprooeed by a fregnant, abet Eliot 

maintains is that a series of such fragments can, and so 
ho makos alaborata construction of his images. Shat Eliot 
did was to construct on the image* to connect it with symbol 

end myth end relate it to other images. For tho Imogist* 
the Imsga was a unit* and this unit was a poem. For Eliot 
this fragment became the unit ef poetry* tho point Irma 

which ho began the difficult teak of constructing tho 
complex assemblages which ere his poems, iliot was 
preoccupied in his early years with iasgistie pattern*
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• wholeness ef constructIon end e structure node out
of motions* The symbolist movement ployed on impart ent
role in the construction of this structure because the
symbolists emphasised the importance of structure in
their verse* This attempt te build a poetic structure
out of fragments, Yvor sinters sells e "Qualitative 

" 12Progression*, whore the poet abandons a rational 
structure altogether end moves in a dislocated stream 
ef consciousness typo progression from image te image 
with little or no connection between them* The meeting 
point of Imagism and Symbolism Is that the symbolists 
desired te bring their symbols within the range ef 
analogy* It is the es-existence of the image and the 
symbol in £1101*0 poetry which explains the imaglstic 
pat tarn in his poms and it la out of the pattern which 
he makes of tha two that he creates e new symbolic 
language cf concrete, usually precise images*

As £1 lot's use of an image shews ths influence 
ef T.£*Bulme*s end Pound*s ideas about imagism, It has 
an imperlshabla stamp ef Bamdelalre*e practice ef using 
an image* Bliot and Baudelaire ware interpreters of 
their own age* Bat&alaira's art repressnted an awareness 
ef man* a situation in tha modem world. Both of them 
were the poets of the modem era and ae, tha prlnelple
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characteristic of the modern age, far the®, wot disorder 
in every domain of life. In his formative years, Eliot 
looted at Baudelaire as an inventor of a way of e feeling 
a way of understanding disorder. He ess especially for 
Eliot, the believer in moral values. Baudelaire's 
greatness wes largely due to his awareness of the problem 
of good and Mil. Eliot appreciated Baudelaire's capacity 
to aievato poetic imagery to a great degree of intensity.
In Baudelaire's aesthetics, the slightest object way be 
magnified by the poet. Ho thought that there is poetry 
and beauty in the west trivial aspects of madam life. 
According to Eliot, Baudelaire's poetry shows "wore sordid 
aspects of the modern metropolis*, end "the possibility 
of fusion between the sordidly realistic end the phanta~ 
-magoric, the possibility of the juxtaposition of tho 
matter-of-fact and the fantastic.**3

Alongadth Baudelaire, Eliot was also influenced 
by Dante's ow of images. He talks about Danto's universal 
mastery in the use of images. He says, * . . . proceeding 
through tho Inferno, on a first reading, we get a succession 
of phantasmagoric but clear images, of images which ore 
coherent in that each reinforces the last ... **4 
Apart from these influences, Eliot has his own way of 
using an image. He justifies his presentation of the
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world as • sordid reality, Eliot4s aim wss *to writs 
poetry which should be essentially poetry, with nothing 
pestle shout it,*19 Eliot also wanted that postry should 

asks us soars of *tha dsspsr, unnamed failings whisht 
iron ths suhstratiss of our being to whish wo r&rsly 
penetrate, for our livas srs mostly a constant ovarian 
of oursslvas and an ovation of tho visibls and sensible 
world*.16

Eliot points out ths unfsthaasbls mystsry
surrstriding ths souros of imagery, Ho says, *Only a
part of an author4 s imagery oenss from his raiding.
It asm from tho who!# of his ssositlvs Ilfs tinea s«rly
child hood. Why, fur all of us, out of oil that ws hava
haard, soon, folt in s lifotino, do oortsin insgos roeur,
chargad with emotion, rather than otherst • • • Six
ruffians sssn through an opan window, playing cards st
night, at a small Frsneh railway Junction where thars
was a water-mill. Such memories may hava a symbolic
valua, hut of what we cannot say, for thoy osma to
represent tho dopths of fooling into which wo oan*t 

itpoor*.

Tho sequence of images ttileh loads to tho 
roerostion of thought into fooling Is not inconsistent 
os it opporontly sooms to be. As Sliet says, *Tho roadsr
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h«t to illiw ill* Ibiqn to foil into tlko montory 
successively without questioning tho roaeensbitnsss 
of oach at tho noaont# so that th# total effect is 
produced. Such • selection of inegee hot nothing 
chaotic about it. There it a logic of inagifistien 
as wall as a logic of esnooffts ,.*•*•

Thus! Eliot’s practice of using an image shows 
tho influoneo of iwsglsst to a United extent* Eliot 
also aeons to share Hulme's and Pound’s concept of Inage* 
Eliot’s own concept of inage developed in his acknowledU 
-genent of tho influoneo of Bandelalre and Laforgue, 
Dante and tho Metaphysical poets on his poetry* In his 
eonments on tho imagery of thoso poets# Eliot implies 
his preferences. And tho imagery in Eliot's early 
pootry shows o hernefiius blending of all thoso varied 
influences* Liko Shakospoaro# Eliot has an uncanny 
trick of waking a creative use of tho borrowed material. 
Tho strength and flavours of Eliot's imagery lios in a 
typical juxtaposition of tho concrete and tho abstract# 
tho physical and tho spiritual# tho visual and tho 
auditory# tho booutiful and tho ugly. Tho discussion 
in tho fettupimg chapters is a modest attempt to oxploro 
tho complexities of this juxtaposition found In tho 
laiaglstie patterns In Eliot's early pootry*


