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CWVWBR IX

ffiuraoac AMD OTH8B OBSERVATIONS tl91T>

Th« Lw» Sana af J. Al««d ftmfrndt 1» th, Mjwr
poem in 1917 volume, Pmfrock, the central character of the
pot®, la a representative of the madam man. Hit IntaUtetual
nature diatruata emotions on quo hand and disbelieves spiritual
eoneeptiena on tha other, As a result, thought and fssllngs
hava no harmony and Ufa has basons distorted, Tha Imagery
in tha pass is suggestive of Prufroekfs stats of mind in tarns
of tha borsdom of nodam Ufa, It is mainly related to tha
details of monotonous daily routine and tha nodam nan* a desire
iot an Imaginary escape, Sara Pound says, "It Is a portrait
of failure, or of a character which falls, and it would bs
falsa art to make it ond on a not# of trlunph , • • a portrait
satira on futility canft and by tunning quintessence of futility,
Mr, Prufrock, into a reformed character breathing out fire and 

»oront,"* m accordance with its oonpltx thsns, the poan shows 
a rare combination of eosnonplaoo and asotarlo imagery,

Tha poem begins with tha evening spread out against 
tha sky like an ’etherised patient,* This comparison between 
two far-fetched objects is far from poetical. In fact, the
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I«t9«ry makes erne rtnowfear a remark by F.R.ltavl^ «h«« 
ho 9iyi« *The datura of Eliot's im^sry Is such that tho onions 
of tho pootlosl art forgotten, tho post aanaai tho right to 
moke uso of ony astorisls that soon to his significant.*2 
Moreover, tho torn * etherise** is very significant as vit 
suggests a patient on tho borderline of life and death.
Prufrock tho living is as good os Mrttk tho doe*. Tho 
'patient etherised* indeed extinguishes tho sky end loaves 
behind only a thought of illness and paralysed faculties.
Tho Metaphor of etherisation explains a desire of inaetivity 
as wall as an enforced release from pain* Audrey Cahill says, 
"The clinieal overtones suggest the state ef partially centrellad 
droad associated with the operating theatre. The self exposure 
that Irufrock plans, hut never ententes, aaeunai for him tho 
proportions of a major operation in uhlett ho is to bo out 
and examined and hurt.*3 Stephan Spender tanas this insgsry 
ss 'symptoaieS as it appasrs at the very beginning of tho 
poem end therefore, it Is suggestive ef Prufrock*s mood.
The sky and tho table do net signify any single evening and 
any single patient, but they have a universal character.

Kith the fog~eet image that follows, wo hove 
another reflection of Prufrock* s mental staterthe desire wbleh 
ends in inertia. If the oat imago suggests sox, it also 
suggests a desire for inactivity. It is an unconscious
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disguise for Prufrock himself. The smoke and the «r« 
images fro® nature In It* mast sinister aspects. Tha evening 
fog* a yellowish, fluffy placa of f^is ceapcnd with a oat 
having a ntxli. * a* tha metaphor develops* tha fog-idea is 
almost displaced by animal associations. Prufrock concaivas 
of atstmro in terms of a oat licking the dirty drain water* 
allowing ehis*iey-seot to aattla on ita body and finally 
falling asleep. whan tha fog is presented as a eat free from 
human tensions* Prufrock envies it* Later on, tha fog seems 
to have penetrated the sol&b itself, far Prufrock finds it 
stretched on tha *floor** here* beside yen end me.* Joseph 
Mergolis says* "the fog is s kind of hallucination present 
only to tho divided aeul of Prufieck. It it a kind of Grail* 
ambiguously charactorisad as corrupting but actually providing 
tho occasion and tha tost of spiritual regeneration.*4 Tha 
imagos of tho fog^est os wall as that of the * evening and tha 
ethorisad patient* are esoteric imsgee in the sense that they 
have a couplexity of moaning and faaling as wall as thay give 
a parapactivo of *double vision.♦

Tho ’Imago of eyes* fixing one in a formulated 
phrase* is tha most violent imago In tho 191? volume of poomo. 
Elisabeth Schneider says* "Though violent, it is wrapped in so 
much decorum that its force escapee tha casual reader. Y«rt 
Prufrock is speaking of himself and what ho describes is tha 
dhlact loss of control of bodily functions in tha extremity
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of agony and terror. Ho is like the specimen intoot impaled 
to be stared «t in its death agony at it ejects its insidot 
ot both ends.*® Tho imago intensifies tho conflict within him, 

Only loss violent it tho other imago of exposure end split 
eonseion*uess that of toeing one* s own nervous system projected 
*in patterns on a screen'.

The imago of Prufrock as a*pair of ragged elaws* 
scuttling across the floors of silent seas is the grotesque 
central image of the poem. It embodies Prufrock's 
recognition of what he essentially is. Elisabeth Schneider 
says," Prufrock is s subhtpan Crustacea^ doubly dehumanised 
by the synecdoche of claws, even beyond its identity as 
crab or lobsterf and sieving a cold solitary being in armoured 
solitude on the ses-floor.The image reflects Prufrock*s 
desire of retreating into his own shell. It also implies the 
duality of Prufrock1* nature.

The image of the ^toffee-spoons1 telescopes two 
complete ideas. One is that of partaking of life in tiny sips 
instead of delighting in its full flew and volume. The ether 
is that of wasting it away little by little in the intellectual 
society symbolised by parties. Measuring something as grand 
as life with something as insignificant as coffee-spoons 
suggests that for Prufrock 1ife is insignificant and meaningless.



The *imagery of urban disillusion1 has e strong 
autobiographical tone. Tbs society projected in Prufrock 
Is inevitably s Boston soeloty and the half-deserted streets, 
one-night chtap hotels^the sawdust restaurants ,'Cre an 
indispaitseble part of tho Boston slues, lyndall Gordon 
remarks, "Eliot lived during bis most formative years In tho 
city of Boston. It was a society as ho himself called it,

>1

•quite unelvillzed^but refined beyond the point of civilisation?7 
Eliot personified himself as Prufrock, who took on its rigid 
manners, its loss ef vigour, its estrangement from so many 
areas of life Mid Its painful aelfrconsciausness.

Eliot treats the time Imagery in his own distinct 
way. Me completely disregards the ordinary division of time.
This concept con be referred back to the influence of F.H. 
Bradley*a philosophy on Eliot, ihlle explaining Bradley*a 
concept of *Immediate Experience,* Eliot says," Immediate 
Experience ia a timeless unity. An object which 1$ wholly 
real is independsnt of time,*8 in Prufrock, he systematically 
confuses the temporal and the eternal disciplines. Secondly, 
Prufrock finds comfort in time because time postpones actions.
The stanza in which the word *tima* reverberates effectively 
communicates the heightening of the emotional tension. The 
words have lost their connection with the active world, in 
fact, they heve lest everything except the desire of escape.
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The* heroic Imagery* dealt with heroes In every 
field of life* In Prufrodl. Eliot uses it in terms of 
literary allusions with « purpose of bringing out the 
contrast of values. The heroic figure of Michelangelo 
practised the noble renaissance values. The women talking 
about Michelangelo degenerate his great art as a subject of 
mere gossip. Helen Gardner remarks,* One must talk of J 

something and Michelangelo Is a cultural topic. The 
absurdity of discussing his giant art in high-pitched 
feminine voices drifting through a drawing-room, adds 
mere extra irony to the underlying sense of triviality. *9 
Michelangelo represents world of splendour and energy which 
the women are trying vainly to escape into from the pointless 
rout ins of thsir social life. In another allusion, Prufroek 
compares himself with John the Baptist. The death that 
John the Baptist died was a sacrificial death, a way to 
salvation. For Prufroek, death Is a way of escape from the 
boredom of life. The image el so suggests that modem man’s 
life, rspressnted by Prufroek, Is devoid of any spiritual 
meaning.

The allusion to Lasatus compares Prufroek with 
the follower of Christ who was raised from the deed by the 
Load God himself. Prufroek*s world is likewise the world 
of the living dead, but Prufroek has no hope that God will 
raise him from this world. Hugh Kenner remarks • Prufroek
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Is an insufficient Leserus."*0 The allusion to Hamlet is
.. >« Po*d thinks nnt fit

into the pattern .of literary allusion, like Hamlet,
Profrock Is indecisive, hesitant, divided against his own 
self* But Prufreck shuns any morel consideration with which 
Haslet was obsessed.

The Imagery of the * Stairway* is : significant in
■V/sQ.the peso from allegorical as well as literal point of view. 

Eliot was very much influenced in his early stages of 
writing by Dante. So the stairway is the escalating or 
winding mountain of £e*&e*s purgatory having a difficult 
climbing movement, each turning of the stair presenting a 
distinct stage of spiritual struggle. The literal refemnee 
to the stairway involves a troubled encounter between a man mid 
a women* Here the stairway has the geality of awareness. 
Prufrook, after climbing the stairs, turns hack and thinks of 
descending. Prufreck* s hesitancy reflects the spiritual 
struggle in his mind as well es his expression of doubt 
regarding successful communication.

The * sartorial imagery9 serves the purpose of irony 
and seif mockery in the poa$. Prufreck** firmly mounting 
collar and the assertion of his 9 simp!* pin* ironically 
brings out the infirmity of Prufreck** naturs in dealing 
with the * overwhelming question. * Hugh Kenner says^* To 
sey that Prufreck is contemplating a young hkade's gasture



or altamotivoly m old «»•>, up bis t/ousars
boosnso ho oither basn»t lasrot to -onto for dignity or ha# 
otxtgrow* its sliiait is. to sufaa&ltuta for tbs pootic offset 
a fscants that is Incapable of touching tbs those. Tbs 
image evoke* nothing but « fooling of pathos.-**

Tito image of tho * lonely won la shirt-sleeves 
lea ning out of tho windows*, Is an objective observation. 
Audrey Cahill remarks, *It is only a glimpse of tho 
sympathetic vision that Prufroclc wootd bo oopahi* of, if 
loss absorbed with inner conflict. By itself, tho tegs 
suggests loneliness, frustration sad despair. since s 
window is for looking out, tho wan oro tegtag for sowsthing, 
perhaps * woy of escape from this world.**2 dam soys, 

■Eliot* s suck III shirt stews* and Ms soeiaty ladios aro 
not s local oeaifestatienf they aro- tho stuff of oor modern 
world, and into of wars eowiiriee than one.**3

Tho Imagery of tho different posts of tho body 

convoys £li©t*s son impression of tho industrial civilization 
as oho of ■bteoo fragments and systems*. His sms way of 

•spresslag these iapresotes was by depersonalising character 
by talking about bodily members? atpe^tlly eyes* sms, foot 
and fingers. These oro purely sense-impressions with llttlo 
reference to the object or parson of which thoy ate a port.
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Th# iaag# of th# *oyos* wot to hacoa# « doalowt 
laag# In fillet** lot or pootsy* **»• f— «•
«*«>oI9 eauc«d, imposing identity and looking compassion.
Tho •onto* thot fMoik ho* know 0*0 ’bracelet#* whit# 
on4 bo*#.1 They siyiiiy th# ora* of the rich, s#lf-contcious 
ladle*. Th*y arc contrasted with tho *thin o*n» and legs* 
of Mmk, Joseph Mergolie toy*, *Ho (Prufrock) emphasises 
hit acquaintance 00 to speak, with thol* organ* of oommtflileo~ 
-tion. Y#i wo know there ikow hot boon a totltfootory 
communication b«tw##n them. Th#ro It a strong impression 
of distant, disdain, possible conflict thot invades #ach 
of th# arguments* **4

Th# imagery of troll axhibits In tho po«n th# t#nt# 
of Inflnit# w#o*in#ta of lift. H#l«n Gardner toy*, "Tost# 
and Saoll art th# most laaodlot# of on* acutes and th# l#ast 
tranolatabl# Into int#ll#etual tint by th# conscious wind. 
They or# also at th# warty of th# oxlomal world, for w# can 
avast our #yot, stop our #a*t and retrain froa touching aor# 
•asily than w# con otoapo a taoll which It haunting and 
parvosivo."** In th# pooa, th# porfi£x&& »fros» a dr#ts It 
a f#aol# taoll creating fleeting srotio sensations. It alto 
suggest* ooxuol probloat* Th# probl#» it not lack of libido, 
but inhibition, distrust of woman and a certain physical 
queesiness.
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Tha iM4M9«ry In fmftadt scans to spring froa 
Eliot** own boyhood experiences off tho Now England coast.

Tho imagery which appears in tho very beginning with 
♦Oyster-Shells*, reenerge* «t tho ond of tho poem. Prufrock*a 

desired escape, iron this world is through tho too. Zt is tho 

inogory of hit suppressed self ond assures s lyriesl eharaotor 
with tho erotlo inogory of tho sea-mermaids. Tho hair of waves 
recall tho light brown hair on the lady's «m, Northrop Frye 

says, •The sea of mermaids is tho sea of Prufrock** inagination 
and it is oppossd to tho soa of ordinary experience.**6 Tha 

white hair of tha waves, tho shite and tta«k water and tha 
rad and breast seaweed add a colourful touch to tho image.

Legendary namaids sing to tho heescie, tho manly. 
Prufrock is sure that they will never sing to hi*. The longing 

which Prufrock oan never directly express reechos its greatest 

intensity In the vivid inage of tho namaids riding away iron 
him. Audrey Cahill says, *Zt is clearly no accident that thase 
linas, conforming at they do in their evocativeness and enisles* 
-lity to tha traditional idea of tho 'intrinsically poetic1, 
are in narked contrast to the idton of the rest of tho poor.
Xt suggests ths gap between Prufrock's desire and the world 
of real people in which he roves.*** The namaids are clearly 

a more satisfactory object for Prufrock* s emotion than any of 

tho women he neats* J. Grover Smith says, **8y indulging in 
day-dreams, he has allowed his ideal conception of woman
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(the sea*glrls at the end) to dominate hit trenseetlons 
with reality* He hoe neither need human love nor rejectad 
It but hee cultivated on illusory notion of It which hot 
paralysed hie will end kept hl» freai turning desire into 
action.**®

The mermaids i>lay two roles for Prufrock. From 
representing the rlehneea of an experience unattainable to 
hist they have become deceivers who have lured Prufrock away 
free the world to which he belongs, so that he is no longer 
et hone in it. Here the chambers of the see symbolize a 
state of regression, which is the refuge of Prufrock** 
sensitive insecurity, when hymen voices recall him to 
eenseloupfiess, he *drowns4 in reality. But the submarine 
or the underground existence is not the answer to the 
• overwhelming question* and Prufreek doesn*t undergo true 
death by drowning. J, Grover Smith remarks,* Prufrock’s 
situation is an extreme form of a very common onetthe 
failure of the imagination to reach beyond itself and 
establish contact with other centres of consciousness.

After Prufreek, the Portrait of aiadv seems to be 
the only another poem similar in form and theme. But it 
has a social malice which makes it more objective in 
attitude and more conversational In tone. Both the poems 
unfold the fragmentary consciousness of a male character.
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Y«l Prufrock is wr« radical. Bernard Bergonsl says,
• If tli« Portrait i* llk« • painting though stylised, is 
basically representational , Prufrock is Ilk* a tubist varsion 
of th# similar subject.*20 Tha lady in tha Portrait is a Hype9 
figure, a spinster, elutdiina dasparataly at tha young man, 
making plains upon him through flattary and assumed intimacy. 
She has nothing purposeful to do except giving tea-parties 
an4 trying to establish friendships which in fact, ara 
meaningless.

tha imagery in tha poam is of a puraly temporal nature. 
Kara it parts away with tha violent and highly imaginative 
expressions of Prufrock, The lady seems to be too nueh of this 
world and doesn't express any desire of escape, under e 
sophisticated surface, Eliot develops a conflict of feelings 
which weaves Its sensuous imagery into patterns of changing 
mood and significance.

The imagery of music forme the background of the poem. 
The conversation between the lady and the young men begins 
from the concert of Chopin with 9 attenuated tonos of violins9 
mingled with remote comets. After the concert, the musical 
imagery davelope the lady*a approach and the youth9* response 
to it. The lady*s babbling about the meaningless friendships 
strikes a false note in the young msn*s mind. The dull 
tom-tom In his brain by the boring talk is aptly supported 
by the cracked comets. The shift from Chopin9 s piano 
preludes to comets end violin* contributes to the diffusion
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of awareness, Graham Wartln remarks, "Music pi ay ad by 
violins is lyrical and romantic while music pi ay ad by eomats 
is military and heroic* A brokan violin and a crocked 
cornet is sad, both suggest lost potentialities of amotlonal 
fulfilment and the subsequent sense of sterility and defeat.*21 
The harmony of vtisls in the Portrait is frustrating. The 
visit** hoars music forced upon him which ha doosn*t want 
to hoar and within it, ho detests notes of real anguish.
Xt has from the beginning s symbolic significance which is 
sustained throughout the poem. The musical imagery docs not 
divorce itself from the realistic background. Tho spoaker* a 
boredom Is intimately connected with the street piano which 
is mechanics! and tired and reitarates soma worn-out common 
song. This tiring and unpleasant quality which Eliot stresses 
so much in his poem9 has a reference to the devaluation of 
music in the modem world. Constant Lambert*s 'Music Bo£* 
gives this succint summary of the situation, "he board our 
buses to the strains of Beethoven and drinks, cr^ our bear to 
the accompaniment of Bach . . , classical music 1$ vulgarised 
and « diffused through every highway and by way . . . the 
principle objections to music provided by the now almost 
universal loudspeakers are its monotony and unsuitability 
‘. • ."22 xjie n*»lc in the Portrait has a dying fail. Xt 
is tho perpetuation of the diecemfest end tense of guilt of 
tho young man. In £&££&& the voices are dying with a
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•dying fall*. The connection between the voices and 

the music brings out their common feature. They ere both 

meaningless and boring and la# vitality.

Cyellcel imagery tries to identify human life 

with different aspects of cyclical movement in nature.

Northrop Frye says,* winter, death or old ago, might, 

ruins and the old age have ready-made associations with 
each other and so hevs spring, youth or birth, damn, the 

city and rain or fountains. *33 Eliot •* fondness for cyclical 

imagery meets us everywhere. The opening lines of the Waste 
Land start with April and pass through the coming of summer 

to winter, the Portrait has a sequence of four encounters 

carefully dated December, April, August and October.

This Identification of nature with human life has 
an underlying interpretation of heaven and hell for Eliot.

They are the paredisal and demonic realities forming s 
mixture of goodsevil in human life. Heaven ecn be represented 
by images such as the garden, the perpetual spring and the 
eternal youth, wheras the desert, the sea, the prison, the 
tomb are associated with Hell. So it can be concluded that 

Eliot*a Cyclical imagery has a spiritual undaxtone.

Tha Portrait bagins with the sm&e and fog of e 
December afternoon. Hugh Kenner remarks, * The month, with 

the association of smoke and fog suggests winter. This
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together with Juliet's tomb, ths candles and the imminent 
conversation forma precisely one psychic totality experienced 
all together as a coexisting mass,*24 It is tha atmosphere 
of Hall with its coldness and lack of emotional wqjrwth. 
fclth tim April Sunsets, tha lady remembers her busied life 
and Paris in the spring. The Sunsets suggest the lady*a 
old age, Tha * buried life* has a significant reference to 
the * tomb*, Contrasted to the April Sunsets and the bid ®$e 
is the Spring, or the bygone youth of the lady, Tha October 
Night brings a sensation ef being lii«et~ease. It suggests 
the mod of the year as well as the end of the day drawing nssr. 
This further predicates tha cause of young msn*s being 
lll^et-esse. It is also suggestive of the mad of relationship 
betwesn the lady mad the young man.

Flower imagery in the Paaftralt appeals to tho 
sonses and Is usad with a pattern of changing mood and 
significance. The lilee la a symbol of life, Tha lilaes 
are In bloom. Life is significant and anchoring mid full 
of meaning. But as the lady twists the lilee stalks in htr 
hand, she Is unable to appraciata it. Life is as delicate 
and short~lived as the liacs but It will be inevitably 
twisted in the hands of people like Prufrock, the lady and 
the young man, vtith reference to the hyacinth flower, 
there Is a shift from the spiritual to the sensuous.
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Tht young oan suggests a vagueness of identity, as if he 
represents all and is represented by any of those like him 
who escape from the reality of their own conscience into the 
unreality of otiier people's lives* Audrey Cahill says#
•Yet the smell of the hyacinths is strongly evocative and 
like the liacs suggests the life and vitality which he has 
lost and which by his callousness he has crushed in another**25 

Both the flowers symbolize e misty, romantic dream of the 
fulfilment of e shared life*

The animal imagery assumes 5t« significance in the 
fog-cat image in Prtrfrock. Prufrock identifies himself with 
the dull* gloomy gestures of the cat and wants to fall asleep 
like her to get rid of the 'ovarvhslmixig question. • The 
spiritual undertones of the imagery are clear in the Portrait 
when we refer to Eliot's remarks on Baudelaire. Eliot says*
•He (Baudelaire) had perceived that what distinguishes the 
relations of mm and woman from tho copulation of Reacts 
is tho knowledge of Good and Evil • • • without this perception 
human beings are spiritually indistinguishable from each other 
and from animals**2^ According to Eliot, this imagery has 

Its origin in a "dim recognition of tho direction of beatitude. 

Spiritual Indifference in modem nfi has madd them as good 
as animals and so they want to wear deliberate disguises of 
animals. The fearful reality of the devaluation of the

27
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modern man to the level of animals is what the animal 

imagery exposes. The young man in the Portrait vents to 
wear the disguises of a dancing beer, a crying parrot and 
S chattering ape. fchile mounting the stairs, he feels that 

he has mounted on his hands and kitaet. It also suggssts an 
animal gesture. Barnard Bargonzl says, •Tha narrator seems 

reduced even in his own estimation, to a state of subhuman 
absurdity.*28 According to Elisabeth Schneider, the animal 

Image is Eliot's best perception of feolingi s half-agonized, 
guilt-tinged embarrassment, tho discomfort of being celled upon 
to bo human when one is not quite human.

Tha stair imagary takas an opposita direction In 

the ftmilfc t© that of gjB&iiI* S*^**®* thinks that it is 
time to turn back and descend the the stair. He knows that 

he is a failure in love. The young man In the Portrait mounts 

tho stairs. Thome is a sense of guilt In his mind as he knows 

that he has failed her, because he is mounting the stairs to 
say goodbye to tho lady forevsr, Tha function of the stairs 

here is simply to give the protagonist occasion for soif*abase« 

•merit as he approaches her door.

Xn *Preludostt* wo come across a new faestef imagery 
which Eliot himself call as "clear, visual imagery." He says, 
•Such Images are given much more intensity by having a meaning ~ 
we do not need to know what the meaning Is, but in our awarortess



35

of tht imago wo mist t» owaro that tho awning is thoro too.*29 
whon Eliot wroto tho •Praludoa*, ho was raiding Bargson*s 
hattar ami Haanv. «h«ra Bargson Minos on inago at indiff- 
-orantly dofinablo as a pareoption oar tho pe$tolv*d thing 
itself. In a pareoption, subjaei and object nerge. Tho 
pereelvar, when ho eonoo in contact with tho notarial world, 
absorbs Image* into hit consciousness where thay ronain as 
memoriae. Tho "Proltidoo* aro nothing but perceptions. They 
hava an emotional talaction which heightan* not what is sosn 
but how it is soon# To tho porceius*, tho objective becomes 
intonsoly subjective* an ioaga reflecting a mind.

Tho first and tho soooetd preludes aro writton in 
elose ouceossion# Thoy not only complement ooch othor but 
tegothor load into an aplstemolegieal concept entertained 
in tho third and tho fourth proludo# All tho four proludos 
agrao in imagery. Tho wintor ovoning io oosociatod wlh 
smells of stoaks and tho naming const to censelousnoss 
with a hang-overdone night almost say^of state boar snails 
and coffea funos* Thoso sense-impressiona are so dlsoadbodlsd 
that thoy eon bo mantienod in tho plural. Thoy aro gloomy 
and nosta^to at conparod to tho oonsuous snails of Prufrock 
and Portrait.

Ths linot *The bumt~out onds of smoky days** 
eonparos a dark evening with a cigarette-end burnt out.
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Night is the burnt out end of the day which smouldered •
•smoky d«yf snd never burst nut into i living Hast. Ths 
lifts suggests s usslsss snd to t usslsss dsy. It evokes s 
feeling of dsspondsncy. Nitur* is rhythmical in itsslf but 
it is uftahlt to svoks tbs vital 1ifenforce in tbs modem nut,
For Prufrock, tbs evening is like an sthsrissd patient,

eonseieus but eonssisus of nothing*for tbs young nan In ths
)

Portrait the afternoon is grey and smoky, tbs evening yellow 

and rose. Thus nature svokss nothing but a feeling of disgust*

Ths imagery of eity«*tr**ts i* on indivisible part 
of ths modem metropolis* Bllet pressnts these images in 
their sordid aspects. Tho city-otreets in Prufrock are 
half-deserted and lead to one-night ehoep hotels. In "Preludes* fl 
the streets ere sawdust trampled and blackened. J. Grover 
Smith says, "The aoul of the personified street constitutes 
short square fingers, newspapers snd eyes, the hidden reality 
it masks is itself neither soul nor •conscience*, but a kind 
of register upon which tho images have impinged as upon a 
tabula rasa.*30 The soul of the street is the soul of man 

constantly trampkdby his worldly concerns. It has lost its 
purity and it Is constituted with the thousand sordid images 
of this world.

Tho imagery of the different parts of tho body, 
besides presenting the frepnentary world, reveals Eliot* s 
disinterestedness in mm and woman as unique and complex 
characters with diverse and estimable interests end tstenfce.
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They are all past of tha world of *things« , In Profrock. 
tha ayaa and tha arms stand for sons vague charactars.
In *Preludes*# tha hands that ara raising dingy shades, 
tha pains of tha solid hands clasping yellow solas of fast, 
tha noddy fast that prass to tha eoffoo«stsnds havo no 
individuality as such, Thay only giva tha inpresslen of 
fatigue and boredom, Thay ara infinitaly suffering things 
and Eliot doas not think of than as worthy of pity* Though 
wo know that tha ayas and tha ams in Prufroek ara thosa 
of tho riah ladias as wall as tha fast and tha hands ara 
thosa of tha common men it dossn9t naka any dlfforone# for 
Eliot* Both suffer equally in the modern world,

Tha final image dascrihing tha ancient woman 
gatharing fual in vacant lots picks up thonatleslly from 
tha first scene, l.e, the insga of nawspapors from vacant lots. 
Tha imaga points out in tarn, tha maaninglassnass of tha 
uni versa ravolving round itsalf in apieyalie paths without 
dostination. J, Grover Smith $ays9 *Wt cannot darida tha 
ancient women. If pashapst in one moment, thay seam 
ludicrons, in tha next, thay ara distressed with tha tteak

51future as their lots ara * vacant

Eliot contrasts tho anolont golden age with tha 
tv&gie meanness of modom life.
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■Rhapsody on a Windy Night* records Immediate 

experieme# of tho real world. Tha speaker in tha posm 
solUoquisas in response to visual images. His eenseieusness 
corresponds to that of tho woman in tho •Preludes*, who watches 
flickering images on tho calling. Tina Imagery forms a 

elodu4ime structure or as Bergson would say a ■Spatial 
structure*, divided by tha hours announced aft tha beginning 
of the strophies-twelve 0* doekhalf-pest one and so on.

For tho observer, post and present co-exist. Both worlds 

present equally abhorrent, equally usalss images of lift.

The tint imagery in Fraifrask co-ordinates with tho time-imagery 
of the *HhepsodyS In Prufreck. £liot disagrees with the 

division of time in definite compartments such as present, 
past and future. The structure of •Rhapsody* is spatial more 

particularly because the times are synchronised with the 
speaker*s pauses at street lamps. The spatial time is 
non-existent, than new images emerge, tha old ones pass into 
memory and unite with memories already there to make up 

subjective time.

Imagery of the sea in Frufrook is s means of 
Imagined sscaps from the triviality of metropolitan culture.
In “Rhapsody*, the see-imagery is rather abstract. The 
dissolving floors of memory suggest that memory is s see.
The sea of memory flows continuously irrespective of the 
divisions of time. The cent ants of memory is tho world a
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person carries about with bin. There are two recurrent 
motifs behind the biaarrt inches* The first is irrationality 
symbolised by images such as the madman disking the dead 

geranium* the lapping tongue of the cat devouring rancid 

butter* the automatic gesture of a child* the vaeng behind 

the child* s eye end the anon* a leas of memory, Tho soeond 
motif ia doeay or inanimation, aymbolisod by imagos such as 
the dead geranium* tha nachanical toy^tha paper rose and 

the rusty spring. Each Isuiga in this structure is precis# 

and its connotations eloarly fixed. It is the obje«r of tho 
poem to define the specific associations which it has for 
tho observor. Tho imagos arc a crowd of 'twisted things*.

A twisted branch* a broken spring* are all rusty, useless, 

lifeless objects. The association of these objects as 
juxtaposed with those of the objects ferpn the immediately 
perceived world^odexperiencad in the image of the torn, 
stained dress of tho woman* whoso eye is also twisted.

The sartorial imagery in Prafrock is at one pises 

mock-heroic and at other evokes a feeling of pathos. But in 

•Rhapsody** tha sartorial images have nothing pathetic or 
ironic about it. It has a matter-of-factness of a naked 
fearful reality. The tom and stained dress of tho woman 
suggests her disinterested boring routine. The dress also 
contrasts with the rich skirts of the women in Profrock



40

that trail along the floor. Th# imago of the eye reappears 
in the peso. Fro® the cruel* dominating eyes of Prufrock 
to the crooked twisting eye of the woman and also to the 
dispassionate eye of the child in "Rhapsody*, the image 
of the eye symbolises one things the loss of any feeling 
of joy and sorrow. All the characters are nothing but 
morons, Xn association with that# images the image of the 
moon, a conventional symbol of beauty and happiness is also 
twist ad. The moon winks a feeble eye. Eliot wants to 
suggest that in the modern world the moon is lifeless like 
the modem man. Cherlss Killians says, "It (Rhppsody) 
is a moonlit poem - but a modern moonlit poem, with all that 
those words connote. It would be unfair to say that what 
those words connote is Hell, but not entirely unfair."32

The gulck action image of tho eat lapping up 
rannld butter lying in the gutter, creates a sense of nausea. 
The imaga is oontrastad with tha automatic grabbing action 
of the child. The cat Image in Prufrock brings out its 
lethargic nature, here its action suggests fltthiness.
The clutching of the stick by an old barnacled crab is 
one mere image signifying the meaninglessness of the past. 
The image blends the past and the present and thus makes the 
present more sordid.
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The different smell* with which the narrator it 
obsessed are nauseating* numbing and undesirable, Female* 
smells in shuttered rooms, cigarette smells and cocktail 
smells in the corridors are all nocturnal smalls. In 
Prufrock. the perfume from a lady** dress makes him digress. 
In "Preludes** we seme across omening smells of steaks and 
morning stale smells of boor, shatover the tima* tha smells 
bring nothing but disgust, when "Preludes* and "Rhapsody" 
are studied together* one netieea some similarities.
J. Grover Smith saye* Tha "Praiudes" and tha "Rhapsody* 
each articulated a fsiek* version of life. He (Eliot) 
provided in the ease of Prufrock, for example* two ways 
for the reader to view the sordid aspects of life which it 
presented. In •Rhapsody", the same sick version is mads 
comprehensive by being Illuminated from the past as well as 
being contemplated in the present, what perturbed him was 
tha helplessness of sensitivity and Idealism against 
matter«of ~f actnass.

"Morning at tha window* adheres strictly to Pound* s 
pattern of tha imagistic pee* having two sorts of metaphors 
merging into on# another. Pound calls them conceptual 
and perceptual metaphors. Tha epithets qualify the 
parcelver*s vision as wall as their object. The first 
stanza is a conceptual image of the damp souls of

4544
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housemaids engaged in their dally monotonous routine of 

washing the breakfast plates. The trampled edges of the 

street hare a reference to the sawdust trampled street and 
the soul of the street trampled by Insistent feet in 

•Preludes*. The souls of the hoiusomatds end those of the 

street are likened because both are sufferers.

The brown waves of fog tossing up twlstsd facts 

is a perceptual Image. The waves of fog remind tho yellow 
fog in Prufrock- Tho twletod tacos sotm to hevo an association 
with twlstod things in •Rhapsody-, Tho muddy skirts roleto 
thomselves to tho tern and stained dress of the women in 
• preludes* • The psssor-by with muddy skirts resemble the 
housemaids with damp souls. These recurring associations 
of Images constitute the post's soul and he cannot evade them.

The *Bosten Evening Transcript* is cctisin Harriet* s 
favourite newspaper. D.E.s,Maxwell says* "When Eliot Is net 

looking at the world with e moralist* s concern, he is inclined 

to adopt an attitude of ironical observation* which la 

basically a naans of escape. It is in this manner that ho 
describee a Beaton evening.*a Tho word *evening* suddenly
makes us aware of the etherised patient in Prufrock. Here the 
faint quickening of the evening awakens the appetites of lift. 
This short-lived period it e restless one and brings with it 
an imprecise restlessness. In Prufrock. the evening is gloomy, 
bheroes in this posm^lt has a sensuous quality.
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The stair imagery recurs in this poem, The 

narrator, after mounting th# stair, turns wearily.
Everywhere the mounting and descending of stair reflects 
its automatic, boring and undesired nature. Leonard 
Unger says, " The soul is *ascending and descending 
continually,4 experiencing excitation and humiliation 
until it has acquired perfect habits and this ascending 
and descending will cease, since the soul will have attained 
to God and become united with him. "3® The simile of the 
readers of "The Boston Evening Transcript” compared to a 
field of ripe com swaying in the wind aptly reflects the 
pleasure that the reading of newspapers gives it readers, 
lastly, there is cousin Harriet to thorn the young Eliot 
delivers the Boston Evening Transcript^ her substitute for 
life.

"Aunt Helen" and "Cousin Nancy* are the poet's 
recollection of his impressions of the Boston society with 
which he was in personal touch through his uncle Christopher 
Rhodes Eliot. Aunt Helen was a rich spinster. She lived 
in a small house near a fashionable square. The aunt was 
cared for not by 'four servants* but by 'servants to the 
number of four*, There is a wry exaggeration in the details# 
The imagery in the rest of the poem can be aptly termed 
as * Imagery of indifference'. It illustrates the unaffected 
routine of the household after the death of its mistress.
To the servants like the undertaker and the footman, the
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fact that their mistress Is dead, is immaterial* “llnsteaii 
of wiping tears for the sad fast, the undertaker ironically 
•wipes his feet*. the footman, who uptil now was very 

careful regarding his affair with the second housemaid 

is seen boldly sitting upon the dining table, holding the 

housemaid on his knees* The death of the lady has mads 

hitn carafrea.

This imagary of indifferanea further relates 

itself to animals and s-materlal objects like the clock*
The dogs are handsomely provided for* The Dresden clock 
is obviously unaware of the sad fact of daath and gots on 
ticking* The irony is in the fact that shortly afterwards 
the death of Aunt Helen, the parrot died too. It is 

suggested that a bird is better than human beings. This 
fact of the parrot’s dseth balances all the other images 
of indifference and thus intensifies the affect. The whole 
poem is, as it were, the post’s commentary on the concept of 

death* The undertaker and the footman ara the representatives 
of the modern man for idiom daath la a meaning!.ess end of 

s maaningless life. Tha world must go on. Haevan la 

silent over Aunt Helen’s death because it knows that this 
death has no possibility of rebirth. Aunt Helen represents 

the modem mm’s life of after loneliness and his loss of 
communication. The poam, though outwardly a simple 
eharaeter|sketch, is e sad presentation of the modem malady*
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"Cousin Nancy" is much lighter in tone. Tht 
imagery of rebellion about which Prufroek thinks, Is 
given a pleasing expression by Miss Nancy Eilleott who 
is a modem cowboy. Her riding across the hills and 
breaking the® suggests an outburst of suppressed energy.
This is exactly opposite of the feminine delicacy and 
gentility which her aunts posssss. It was s self-expression 
that was rather violent end arid. According to Lyndall 
Gordon, "It was net a passionate Puritan rebellion but 
a thinner kind, involving arid acts of will, smoking, 
drinking, riding the New England hills until the »broke* 
them.*36 Northrop Frys remarks, "The self-expression that 
springs from pride is mors egocentric, but less individual, 
for the only self that can get expressed in this way is 
one just like everyone else, •Cousin Nancy* smokes and 
dances and impresses her aunts as modern.fulfilIs "*sldo" 
Emerson* s doctrine of self-reliance end Matthew Aronld*s 
individualised culture, but whet she does is still only
fashionable conformity,"37

■Mr. Apollinex* is concerned with the impact on 
the ultra-refined society of professor and Mrs. Chaiming 
Cheetah, of someone possessing vitality, s quality lacking 
in Eliot*s other characters. This vitality is illustrated 
significantly in Apollinex*s laughter. The laughter is 
hilarious, carefree and self-confident. Further, it is
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described in terms of ths sea-imagery. The significance 
given generally to the water symbol is elucidated by its 
being associated with fertility in the person of Mr. Apolllnax. 
The laughter la submarine and profound. Zt has depth and 
intensity. The see-imagery associates Apolllnax with the 
•worried bodies of drowned sen9 and intonsiflos by contrast 
the vivacity of Apolllnax* $ laughter. Moreover, the 
tea-eups among which Mr. Apolllnax* s laughter tinkled Is 
a snail sea In itself. Eliot *s recurrent use of the sea 
as an image expresses his attraction for the sea. He uses 
the image for concrete things as wall as for abstract 
conceits.

The poen *Hysteria* points out that laughtor can 
give the feee a beautiful expression. Eliot uses the 
Imagery of the different parts of the body to show the 
beautiful expression of the face while laughing, in 
earlier poems, the Imagery of eyes, arms, hands and feet 
was used in Its disgusting aspects. In * Hysteria",
Eliot mentions the lady1 s teeth, the threat and the unseen 
muscles. The details if every sense-organ taking part 
in the act of laughter are subtle. The wNritat •accidental 
stars* and *sguad-drill* are words related to the army.
The lady*s teeth, like the stars are worth exhibition.
The throat Is beautifully described in terms of a dark
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esvorn, The Isdy i« so delicate that the short gasps 
Ilka ths ripplec of water bruise tho unseen muscles of 

hor throat. As tomptrtd to tho lsughtsr of Mr.ApoUlnax, 
tho lady's lsughtsr is dolioato and attractive in a 

feminine way, Mr, Apolllnax’s laughter is vital in a 
masculine way. It has a robustnass.

Tha next linos of "Hysteria" bring us baek to 
tho sordid rsallty of lift frost tha dreamy* poatie 
1 aught or of tha lady, Tha 1 aught or is nothing but an 
attempt to attract tha young stan and tha lady has nothing 
to distinguish hsrsolf fro» tho lady in tha Portrait,
In fact* sho fora* a nearness to tho woman with a 

'crooked eye* in "Rhapsody*, whan tha connotations ara 
clear, the laugbtar is as disgusting as tha Iwsgary of 
parts of tha body in oarliar poems, Tha trembling hands 
of ths waiter suggest his old ago* Tha rusty groan iron 
tabla gives a flashback of a brokan spring in a factory 

yard which is rusty, Tha tabla also suggosts tha place* 

it may ba on# of tho choap hotels in Prufrock, Ths 
waiter's ingomplato spssch9 tha laughter of tha lady 

and har gestures ara all fragments of lift,

Tha conversation in tha naxt poam •Cenvars&io'n 
Galawte* is vagus* poluttess and so boring, Tho imago 
of tha moon correlates with tha moon in "Rhapsody".
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The speaker thinks of the moon as an eld battered 
lantern* the way it limits Is a way of distress*
In fast* the conversation takes place in a sentimental 
situation* bonosth the aeon* But the neon hes nothing 
pleasent to contribute to it by its presence. Its face 
is ugly with a small-pox and it has a vdcked sella on 
its fact* Tha nocturne In the next stanza leads us 
bade to tho old nocturnal smalls In "Rhapsody*. The 
word Is used in this poem in relation to the imagery 
of music. The speaker*® remark that music is used to 
give mental shape to the modem man’s vacuity is quite 
relevant to the music imagery in Portrait.

The girl in *La Flglia Che Piange** the lest 
poem of tho 191? volume, stands on tho highest pavement 
of the stair* In every case* the stairs have a literal 
reference* In addition to the stairs* there Is always 
a person present In a position rotating to tho stairs * 
In all the passages* the stairs servo as e setting for 
arrivals and departuras* Prufroek is contemplating e 
possible crisis of doclsien* whether to turn bade and 
descend the stair* In *La Figlla”* It is of course e 
man who hes departed* leaving the girl to stand and 
grieve at the top of the stair* Bach passage involves 
e troubled encounter between e mm end e woman. This 
le emphatically so in Portrait end *ta Flglia*. In
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* Boston Evening Transcript", the relation between the 
speaker and his cousin Harriet is troubled only by 
ironic implication.

The flower imagery which beglv&r with the 
Portrait ends with "La Figlia", The fitwere in the 
Portrait are specialized ee the lilao* end the hyacinth. 
In "la Figlia", they are flowers clasped in the erne of 
the girl. They ere the imagasof ley and happiness. 
F.O.ttatthiessen comments, "He (Eliot) recegnisee a 
vision of idealised loneliness attendant upon the first 
adolescent awakening of sex to be e fundamental human 
experience. It is the lose of such loveliness in the 
failure of actual saxual experience to measure upto It 
that constitutes the emotional undercurrent of hie 
flower imagery and eraatas its pteuliar tone of mingled

3Qfrustration and lenglng." In sharp contrast to these 
flowers, there is the *paper«rose* in "Rhapsody" that 
smells of dust and ecu de cologne. As the young man has 
deserted the girl, the flowers will be flung to the floor 
in dispair.

The imagery of the parts of the body recurs in 
this poem. There is a feeling of grief in the girl's 
eyes. Her arms are full of flowers, a sign of natural 
beauty as contrasted to the braeelefted, white arms of
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the ladies in Profrock. The shake of the hand leeks 
warmth of love. The young man in *La Figlia" may be 

the seme mm In the Portrslfc. He wears e mask of hie 

smite. The insistent talk of the lady in the Portrait 
bores him, but he lust goes on smiling to remain self* 
possessed. The smile of the young man in ®Le Figlia” 
is simple and faithless. The desertion of the girl 
by the young man is like the separation of body and 

soul in a figure. The vision of beauty and pain which 
the image presents Is symbolised bj mingled longing 

and frustration. The autumn weather in the last stanza 

leads us to Eliot»s favourite cyclical imagery. It 
signifies the sad parting of the lovers.

The imagery in Eliot’s unpublished pfcems is 
worth considering. Most of these poems were written 
during the period of 1909*41. According to {.yndall 
Gordon, they were all unpublishable because they 

fumbled with very strong feelingd whose direction was 

not quite clear to the author. The year 1910 was the 
beginning of a religious ferment and a rebellion against 
the lifeless customs in the world. In the unpublished 
poems, these two tendencies moved side by side.

The poems "A Lyric® and "Song® run on parallel 
lines as they speak about the timeless moment, when
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this concept of tine is abolished, all the big and 

small things in the world are equal. In "A Lyric", the 
image of the Sun who is inserts! is contrasted with 
the short-lived people in this world as well as with 

the small butterfly who lives for a day. In the 

second stanza, the flower Imagery strikes a gloomy 

note as the poet talks about withered flowers. For 
Eliot, blooming and withering flowers are the Images 
of love. The lover seems to bo sure that though new 

flowera are plucked, they will pine awey and he hopes 
for a few days of dlvins lova. Eliot said, "To satisfy 
lova was to spoil it forever."3* Xn”Song», ha disagrses 

with the concept of the timelessneaa of the moment and 
says, * For time is time, and runs away/Though sages 
disagree"

In another poem named "Song" again, Eliot 

presants a beautiful landscapa. Tha breeze is 

parsonifled by having gentle fingers. They can be 
contrasted with short sguare fingers stuffing pipes, 

in "Prelcdes*. Though t nature is beautiful in 
itself with the leaves on the tree, the gentle breeze 
and the bloomed flowers on the hedgerow, the young man 

notices that even before love's dawn, the roses in the 
woman's wreath are faded end the leaves are already 
brown. There are flowers everywhere in * Before Morning",
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frtfranN of gloom*

•Circe** Palace* portrays s women who menage* to 
it«M» e men In e different way, Ciroo cultivates deadly 
flowers very different from the deiieete flowers Eliot 
had previously imagined. Her flowers are fanged and rod. 
They ere hideous with their streak and stain. They have 
sprung from dead man's limbs. The panthers in the deep 
forest hslow and the sluggish python on tho stairs givo 
tha palaoa as wall os Ob-.cs, a sinistor appearance.
•Cm a Portrait* dosetihos tho woman as s baffling and 
aiion creature. Sha is contrsatsd with tho ovar4iurrylng 
traffic on tho road as sha is dovoid of any movement and 
is fro sen in an image. She doss not inherit the beauty 
of a earvad goddess of stono hot stands as a msisneholy 
flairs. Tho imago of tho dark oyos connotes mystery.
Sha has exotic secrets to hide but no new ideas. The 
• patient curious oyo1 of tho pcrret trios to understand 
tha secrets of tho woman. It makes us remember another 
parrot from •Aunt Helen* who died immediately after her 
mistress1* death. The portrait makes us remember one of 
tho major poems from tho 1917 volume* Portrait ofa Lady, 
Thera is not mud) similarity between the two poems.
•on a Portrait* is the poet's mere impression of a 
painting whereas 1* f«* advanced
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•nd nature in thct it deals with tha raal~llfa sketch 

of • modem lady and in itt Eliot dool« with tho nodom 
dilenna of naanlitgltss rtl«tion*hip* with which ho was 
to nub occupied.

Tho flowor imagery reappears in tho noxt poos 
"Song*. Zn tho first stanza, a beautiful romantic teono 

is presented with tho raoonflower opening to tho too and 

tho nist crawling in froo tho soa. Tho whitonoss of tho 

whito bird and tho snowy owl is carrlod on furthor in 

tho noxt stanza as the beloved holds flowers whit or than tho 

whito mist, Tho whitonoss ovorywhoro stands for tho 

loss of colourful vitality. So the lover asks his 

beloved for some colourful brighter tropic flowers.

•Nocturne* t tho name of tho next poos refers 
to tho nocturnal snails In "Preludes* and tho •exquisite 
nocturne* in * Conversation Gal ante*. The word, as it 
naans night tins, is ralatad to tho noon. *Noctumo*, 
u ‘ relates the episode of tho nodem Honoo and Juliet 
sitting beneath a bored but co rteous noon. It roninds 
one of the noon in "Rhapsody*, where it hss a feeble eye, 

it sniles into comers and its fact is marked with a 
washed~otft? smallpox. Though bored, the noon is courteous. 
Just as the convocation between the lady and tha young 

nan fails, so also the conversation batwean Romao and
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Juliet falls, striking a worldly nets, Ths second 

stansa marks ths absolute loss of fsoling of ths modern 
man* Ths sot of stabbing is thought of In a casual, 

unemotional way. Ths >frsnzi«d ays* of ths lover folks 

about His insanity. Ths last lins of ths poem is an 

ironio oeffMnt on ths sad and of all levers.

"Spleen* talks about ths tedious habit of 
Sunday Church-going. In this poem, Eliot experimented 
with ths iasge of a middle-aged gentleman which hs 

latsr on perfected in ths persona of J. Alfred Prufreek. 
Ths bonnsts and ths sllk«hsts refer to ths sophisticated, 

aristocratic and sslf-oonsolous class who attend ths 
Sunday Church service. Ths outward oltganeo of elothos 
makes tho poet loot hit mental self-possession. The 

last stsnzs skotchss ths parsons of Prufroek, with tho 
groy and bold hood, hat and glevaa in hand, and attentive 
of tho tio and suit, waiting inpatitntly on tho doorstop 

of tho Absolut#.

Tho last poem, “The Death of Saint Hareisaua*, 

is a martyr* a tala. Tho saint it an arrastlng personality 

who was to bosoms s shadowy and diffusad flguro in
Tho dosart ldoa omtrgos for tho first 

tins in 19i4, in ths figuro of Saint Narcissus who is 
oppressed by s multitude of feeos and goes to the desert
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to become o dancer to God* lit tho first stanza, ths
post calls his roadsrs to hi* so that ho will show them
tho Saint's bloody ooat and limbs, As tho shadow is so
Imago of solitude, tho mood of tho solitary man uodor
his rode was tho vantage point from whoro Eliot rofloctod
on tho modorti civilization. Tho shadow of Saint Narcissus
was different from tho shadow of other non because ho was
an aspiring saint* Tho se#-4megery is used hero as a

#

contrast to tho desort* Tho high cliffs, tho winds and 
tho meadows wore worldly places, whoro Narcissus felt 
stifled and aloof, Tho pointed comers of his eyes and 
the pointed tips of his fingers are suggsstivo of his 
extraordinary genuine religious feelings*

Narcissus leaves the city because msn*s ways 
interfere with self expression, Tho city evokes image* 
of hell and sin, and the faces, convulsive thighs and 
knees are the images of the weak bodies of non tee much 
engrossed in the material world* They are also in sharp 
contrast with the pointed comers of eyes and pointed 
tips of fingers of Narcissus, He takes pleasure in 
thinking about himself as a tree entangled in its own 
branches, or as a slippery fish writhing in its own clutch 
or a young girl caught in the wood by a drunken old man, 
lyndall Gordon comments that Narcissus has no moral 
impulse, only a masochistic one. He wants to reform
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himself, to bo more then himself, but instead of 
self-enhancement, there is at the end, the shook of 
self-loss. At the end, he finds himself burntout, 
abandoned on the hot sand. His beauty is cone, his 
clothes are bloody and there is the taste of death in 
his mouth.

To sum tip, the 1917 volume of poems shows a 
great variety and complexity of Imaglstic patterns, 
cl lot semes to avbid any attempt of intensifying the 
singularity of an lmagistle pattern. On the other hand, 
the strength and charm of his lmagistle patterns lies in 
collapsing images placed in a contrastive context. The 
urban Imagery seems to be dominant in tha volume but it 
is countered by a skilful display of the imagery of nature. 
The mode of collapsing and Juxtaposing is found in the 
tension between the animal Imagery and the human imagery, 
the sea lmagtry and the Imagery of desert, sartorial 
Images end the Images suggesting the disintegrated psyche, 
images of the parts of tha body and the images implying 
the spiritual quest of the mind. There seems to be a rare 
combination of tha physical and the beatific. The stair 
imagery implies both the way up and the way down. The 
concrete presented through the visual imagery has its match 
in the esoteric imagery signifying the abstract. The 
imagery of the eye implying the visual also suggests tha
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spiritual vision. Even ths tins Imagery shows • 
Juxtaposition of the temporal and the sternal.

Ths unpublished poses echo ths lristinots behind 
Eliot*s laagistte patterns, Theg demonstrate an interesting 
combination of the conceptual and the perceptual 1*0900,
The reeurrsnee of sea«’lmagery* flower imagery and city 
imagery show their connection with the major poems in 
the 191? volume. In the unpublished poems* Eliot recorded 
the private habits of mind and his fears and solitary 
impulses, These impulses lead him to a spiritual position. 
Thou# In tha 191? volume of poems* the religious tone Is 
conspicuously absent* the earlier poems make it evident 
that they ere the base on vriilch Eliot*s religious beliefs 
end mature motives stand firply. For instance* In the 
•Death of Saint narcissus"* Eliot came out with the idea 
of a martyr* emphasising the martyr* s abondcnment of the 
ways of other men. Thus the imagistie patterns in these 
unpublished poems show significant traces of the growing 
tension between the secular and the religious world in 
Eliot’s poetry,


