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Since I am already willing to admit that T. S. Eliot's

Four Quartets is one of the great poems of the English

;‘language.‘of vhat possible use is the critique which I haﬁe
~undertaken? As a statement of my inténtion. I would 1ike'>
to borrovw the words of R. P. Blackmur, who has described the
purpose of cr1t1ca1 reading so succinctlys

The whole thlng increases in amblgulty
the more it is analyzed, but if the poem
is read over after analysis, it will be:
seen that in the poem the language is
perfectly precise. 1In its own words it
is clear, and becomes vague in analysis
only because the analysis is not the
poem, We use analysis properly in order
to discard it and re an that much better
equipped to the poem.

& .

| To use Eliot's own phrase from the poem, the purpose of this -
v paper 1sfto return to the place from whlch I started and to
| know it for the first ﬁime. Only in analysis does the poem
ltruly spring to life, and only ;n its éwn words is the poem
.~ truly itself, truly beautiful. The prolonged ahd concen-

trated effort of my critical reading of the Four Quartets

- over the past year has made me familiar with several aspects
of the poem, but this familiarity makes the poem even mofe

T compiex. To me, this is one assurance of its greatness:s

~ that familiarity is not complefe knowledge, but potential
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~ ¥or nev meaning. 'i*he_”a"ét’csf reading a poem is at once a
triumph and a failure, a paradox which I readily accept.

If there .is no perfect poem, as Blackmur says elsewhere,
:theﬁ there certainly is no perfect analysis of a poem., In |
- the following exegesis I am fully aware that in defining the
 poem;in_terms of one theme which I have tried to trace

througﬁ it;-namely; man's image in and out of time--I have

severely limited the complexity of the Four Quartets. I am

t‘alﬁso.consci.ous that in making a positive statement of theme,

I am negating, to a certain extent; the_presencé of:other
themes. I have felt the constant deflation of this awvareness .
'in»my\reading.‘ In trying to avoid over-defining the-poem,".‘
I temd to be abstract. I do not ‘excuse this faulty I merely
present the ektenuating circumstances. This paper marks |
only the beginning of a long aséociation with: the poem for me,
I hope it will be taken in the full sense of an introduction, -
not as a summary orlsubspitute. tovonerof the many facets of
an intricate wvork of art, If this analysis is used at all,

it must be used "properly,"” as Blackmur says.

: "Burnt Norton" is dominated by one of Eliot's most* famous
jmetaphors, *the still'point of the turning world.” It would
be futile for me to attempt to explicate it again within the

context of this paper, since the notion of the "still moving®



"has been so beautifully explained by Murray Krieger in his =~

2 1 will choose a simpxer

easay on the EkpraéticyPrinciplew
‘task, relying on Mr. Krieger's insight to relate the notion .
of the.ekphraétic_to~my own act.of:reading.‘ Obviously, the
.chief theme of the fifst quartet is time, or rather, man in

1 time. Eliot's use of time must always contain some slight
irony, since poetry, his medium, has traditionally been
considered one of the temporal arts, as opposed to éculpture
" or painting, the spatial arts., The-poetvvho.choosés~time

- as his metaphor is rélying‘partially on the temporél pro-

gression of the poem for his effect. to achieve meaning. In '

the Four Quartets (as in any great poem) Eliot creates meaning
: by making the mbvement ofvtﬁé:poamaeilnular; He accomp&ishes;
E this by interweaving an almost agonizing number of images.
 “Burnt Norton" is a profusion of echoes and inflections. |
Eliot, the symphonist, is at work making a poem grand enough :
Z‘to reflect the Complexity of the universe., I think it indis-
; putable thatwthiswpoem'is one of the richest poems ever
"created.‘ If the multiplicity seems overwhelming.;it revedals,
? at times, Eliot's success in'realizing a monumental goal.

One catches a glimpse of this success'by traéing a theme’or

| image through the poem. I am assuming that any one theme,
_ the‘theme of the unheard music for instance, is typical of

| the richness and complexity of the many themes of the: work,
i'One‘can "gsee® the unheard music as it relates to the heard
music of the thrush in the firs; sectioh of “Burnt Norton."

It recurs and expands in "East Coker" and near the end of



“The Dry Salvages.” Finally, the music is enacted in "Little

Gidding.” Its meaning by then is both incremental and recip-.
rocal; that is, it becomes richer as one understands its '
intrihsic~Significance better and also as one understands its
relationship to the significance of other themes, :  So the
poem’s complexity is multiplied.

With some small sense of the intricacy of the individual
.images and themes and 6f the relation between and among themes

‘and images in the whole of the Four Quartets, I am teady to

‘show how the "ekphrasis" of the poem provides the_éetting for
an‘im#ge of man from which Eliot haé.pared all but an
essential attitude of mortality. He does this paring in the
ironic@atmosphere,whichfI'mentioned. Man- is, in a sense, .

the Four Quartets. Like the poem, he is trapped in a specific

temporality. Eliot, the poet-man, is trying to liberate
similtaneously both his poem and himself from time. He
accomplishes this, I would arque, by making both thelpoem and‘
" the poem's image of man timeless;

 Man is cohstantiy»being placed in the present‘in *Burnt
Norton." Eliot is calling in question the common metaphor of
‘time in order ﬁo make himself and his fellow men free, abso-
lutely free. "Human kind/ Cannot bear very much reality."3~
- says the thrush (or is it the poetic voiée?).,implying'early
in the poem that reality is a cross which each man bears to.
‘é comhon GOlgotha. Reality here is not merely what is agreed:
}upon as reality, but a state of peril, In the midst of this :

menace man builds his worlds



The dance along the artery

The circulation of the lymph

Are figured in the drift of stars
The movement of the blood, the organization of the lymph
'system and the circulatory system aré‘analogouS'to:the move-
‘ments of the external universe;» In this very 1mportant sense.
man is the st111p01nt of his own turning world. The individual
is the center of both a personal and anvlmpersonal universe,
Man is the present, the point at which "past and future are
" gathered." |

There. Eliot has begun to extricate man from his own.

complex creation, time., Without man there is no dance in
time, He engenders time and the timeless so that there can
be a dance, movement for its own sake, the kind of dance thativ
Helen performs in W, B, Yeats' "Long-Legged Fly"t

-She thinks, part woman, three parts a child.

That nobody looks; her feet

Practice a tinker shuffle

Picked up on a street,
The point of her dance is unself-consciousness. ' The objeét

of the,dance;vlike~the poem, is to be effortless through

~ sublime effort. Man, Eliot is saying, has instituted tem-

o porality in order to escape from it, This escape is partly

- accomplished in art. The image of the‘stillpoint expands to
_include both man and his art. With this expansion the poet
- finds himself'encountering»his own creation, which has at-

tained a life of its own. The stillpoint, or the ekphrastic

. . in the poem, is the image of man out of time, 1iving_dn1y in

. the present moment. This mirroring of man in the unity of
the poem is central to Eliot's concept of man in action, if
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~ for no other reason than that he will repudiate the notion =

' of man as stillpoint at the end of “"The Dry Salvages.">
If the dichotomy between time and the timeless seems
too simple, Eliot has proleptically providedgmoreycomplexitys 
Here is:a place of disaffection
Time before and time after
In a dim light: neither daylight
Investing form with lucid stillness
Turning shadow into transient beauty
With slow rotation suggesting permanence
‘Nor darkness to purify the soul
Emptying the sensual with deprivation
- Cleansing affection from the temporal.

" Eliot is preparing for the icon of the Chinese jar; So that
the jar will be accepted in the proper spirit, he confirms
that vision of art which Wallace Stevens proposed in:his

| "Anecdote of the Jarx," that the artifact is not a replacement
for God or for Nature, but an experience equivalent in

' complexity to both God and Nature. As Stewvens says of his

~ Jars |

It took dominion everyvwhere.
- The jar was gray and bare.

It did not give of bird or: bush-. 6
Like nothing else in Tennessee,

- To prevent the roundness of the jar from taking absolute
 dominion, Eliot, 1like Stévens, builds a flaw into the arti-
fact., Now art can be no more than an‘experiénce vhich man
~meets‘as he meets other experiences. Man will still bq_the
";center of attention deépite the~autonombus and autotelic

‘nature of art. |

It is with this idea of the importance of man as the

incarmation of the poem in mind that I read the last section

_Of "Burnt Norton"s .

-6
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Only in time; but that whxch 18 only 1iv1ng
Can only die. ;

t‘Words in the poem move in temporal progression; bub,the
mbvement of«the,poeh itself‘caﬂnot be tempoxal alone, The
lineaments of temporallty cannot account for the c;rculaxxty,
the unity, of the poem. What the speaker of the Quartets
~says oflhimself in "East Coker“--"In‘my,end isfmy begxnn;ng”
(EC V, p. 129)-—18 here equally true of the poem and of the
' man., And the poet eloquently 1nc1udes nan in hms«prologue
to the Chinese Jar. His assumpt1on,185that man can do more
than,"only lxve.fandrthat. thereforé. he does not merely 7
1'die (as an animal dies). Man can die thh agony, with tragedy,
if that is any consolatxon.
4‘ . The syntax draws a deft comparison between the life of
the poem and the life of man: man‘alao moves only in time, ';
because time is his measure of mo§ement., But he also moves
 outside of timé,-beéausekthe cqnéept of mortality inciudesﬁ
 »the possxbxlxty of ‘immortality. The idea that "Words mové,
'amusxc moves/ Only in time" is not an expllclt comment. on man,
1 but it standafopposed to an;ldea.that xsrdeflnitely/about«,
‘lﬁan;,~81iot makes the concept‘of-man inseparable from the
évcohcept~of~man's poetic ut£etances.  Throﬁghoutéthe;zestfof‘ )
this section the tension of thechrdsris“dependebt‘dn:this
implicit analogy between man and the Chinese jar. Although
. man cannot becoméfthe jar, nor the jar live in the‘way@a mah ~
quxves. the- two are here joined, as, by further analogy. ‘any

'7reader is Joxned with a poem which he 18 experxancing., IQ
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: thé"reéiprdcal experience of the poem man gives his sense of
mortality to the poem, while the poem gives its stillness ta
' man. |
Immediately, Eliot introduces his.equivalent to
Wordsworth's cuckoo, Keats® urn. and-Stevens' jar, as Krieger
| demonstrates., But it is more than a simple 1ntroduction of
the Chinese jar. A duplicity, the duplicity of the still
movement of poetry, is implicit in it: 1
Not the stillness of the violin, while the note
_ lasts,
Not that'only, but"the co-existence, o
In order to explain  the duplicity of co-existence, I want to
’make use of a stanza from another of Stevens' poems, "Thirteen
kwiys of Looking at a ﬂlackbird;"~ In that poem the speaker.
 notes a duplicity similar to that of "Burnt Norton“s
I do not know which to prefer, |
The beauty of inflections
Or the beauty of innuendoes,
‘The blackbird whxstllng
Or just after.
Words, as sounds, are closely related to music, It is the ‘
spoken phrasing, rhythm, and accent of'words'vhich,still moét~
clearly distinguish one poet from another. But sound alone,
'_accotding to both Eliot and'Stevens.,cannot‘make words "reach/
thé.stillness." It is the form or pattern of words which
Creates, in»Stévens' words, “"innuendoes.” In other terms, itf
Lis“the plasticity, or spatial form, which allows poetry, 1ike&
'ithe Chinese’jar..to achieve meaning. So, the still movement |
lof poetry incorporatesutﬁe complex relationship between poetrf

a8 spoken word and poetrf as printed vord. While the word
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“articulated by a man's voice in time dissipates into the =
vi stillness, the word articulated in a man's imagination con-

| tinues to echo of its own accord. In this:uay‘also,,the.wordé
- are able to achieve a pattern, because they are no longer

h limited, as they were in oral poetry, to time. The suggestion,
to this point of "Burnt Norton," is that the,paﬁtern.of words
| is’"heard“ by a man's imaginative ear. However, the reader
‘_in whom this intuitive ear is functiohing as he perceives
“the;poem is always forced to deal with the poem's déaling
| vith time, - As the poem approaches stillness, thatAis, as ther
readef apprbaches his most perfect hearing:of the poem, there

j is a reciprocal release from time. At those ‘infrequent mo- ‘
.Aments of total clarity of pe:ception; the poem lives within
' the reader as still movement, and the reader is released from
i time in his own intensely personal experience of the poem,
"Those unique moments, in which ihe reader's perception is the»v
‘-same as that of the poet, serve to emphasize theipqles of
fbtime and the timeless. In the complete experience of a poém :
" man reﬁlizes most painfully that his glimpse of the timeless
;gis available only within the complex structure of time;_ I
think that here, as always. Eliot is moving towards the

, réconciliatiqn of opposites. The Four guartetsr(any suc- -

. cessful poem) is expressly designed so an individual man can
~simultaneously experience himself in an out of time, in body
and in spirit; in himself and in what is not himself, The

final result is to yoke the wilderness and the jar, to use

-

| Stevens®' language.. One must move into the remainder of the

-g-



a:Quartets with the notion that the wilderness and the Jar are o
thazextremities of a unified and homogeneous human experienq§g
‘rather than matually exclusive phenomena. ‘
The burden placed on the poet, according to Eliot, is
l to'make»vords'in‘poetry~"stay still.*‘ But the poet-man is
liable to solipsism and self-pity, Imprecise uses of the
language (scolding, mocking, chattering) assail the words of f
-the poet. Proponents of these other uses of\language attack §
‘ the effort of the poet, just as his own humanityvm#kes him
-~ unsure of himself, Eliot reveals that his experience as a
- poet has been that of the ”disconsoiate chimera,”™ of a man
creating meaning in £he,faée of meaninglessness, HOwéver.
_hinging on this image is another ambivalent statement, which -
begins as a statement on poetry and moves intora statement
: on man, Again, as at the beginning of section V, the speaker
makes man and poetry inseparable.  Both poetry, as still
| movement, and man, in-desiring aﬁd loving, arefcaught.in<£he )
form~o: limitation "between unbeing and being."™ Eliot affirms
 that the antithesis which man has established fbf himself in -
 temporality (now extended into metaphysics) actually produces
and,sustains meaning. Midway between the extremities.of’Lovef
and man loVing. Desire, and man desiring, is the place at |
| which Love and Desire are embodied in man., Likewise, poetry.;
“betveen the extremes of sound and silent pattern, becomes
both sound dissipating and pattern pervading the silence.
: Continuing the implied relationship between man and poem,

midway between the extremities of man and poem is the incar- '
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" nation of meaning through the poem in man. At just this

| moment\in "Burnt Norton" Eliot forces his:way back into one*s
>tconscious reading to remindfhim that the relationship of poenm
. to manJis not in any vay abstract, that in fact one is par- ’
“ticipating in it at this veryfmoment in'this,Very~poem.

As‘the recognition of poem made*incarnate'sinks"intO'thew
Lmagxnatlon. as the poem approaches the reconcxllatxon of |
extremes. Eliot returns to the image of the rose-garden. lee

'Stgvensvin a similar situation, he illuminates the multipli;.”
city of themhuman,canditionyinfa bright,fharsh light. With
the piercing ﬁshaftAof sunlight." the thrush which hadwbeen/”
protecting us from realitj is gone. The "hidden laughter" oft
'tne-children. implyingfinndbehte:andaunsaafheonscionsnassgvisy'
alloved to rise from the foliage. The eOmplex‘nature of man f;
confronts a new reality. Therextremes of innocence and ma-
'fturity are coupled in‘the realization of the movement of-time,
‘time vhich has now been taeitly accepted'by:the“speaker of
‘;the poem. The earlxer dictum, *only through txme time xs

) conquered.“ is begxnning to be enacted.

II

- Now, in‘”East Coker.” it is approprlate for the poetlc‘
enactment of the reconcxllatlon of the extremes of tlme and
the timeless to begln. The second quartet beglns wlth an

; extended but subtle pastxche of Ecclesxastes 311-3, oombxned
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‘f“viﬁﬂ an ahachrbniéiic;de§criptioh of'é midsumher highf'éy“'».‘
festival, The festival.fcglebrating;che;asgociation of man
fand.woman.”-is set in the open vhere the.sun ahbnefbrightly :
only hours before, rather than in the shaded lane where the
: poet»valkediamong~the random beams of light, The theme of
"East Coker,” "In my beginning is my end,” articulated at the
beginnihg of each of the first two stanzas, is expanded :rom‘
the absﬁract in the pristine ritual of fertility, The
”‘dancers are an aspect of the unheard music. Here the music
is played on "the weak pipe and_the little drum;* it is.
beginning to be heard. It will recur in “The Dry Salvages"
after a further metamorphosis. But for the moment, the
| sheaker‘is converned yith;hié~unself—consciouswantecedents;
The poem pauées to investigate the implications of the key
phrase of "Burnt Norton,* "Only.through time time is con~
quered” (BN II, p. 120). To knoﬁ time, the speaker is
obliged to return to the~durorasuof human-awa;eness. In
these primitive;marriage rites Eliot discovers man with his
roots in Mother Earth: “"Earth feet, loam feet.” In the
scene, he feels a lost axin.tp the loss dﬂacrihéd by Gerard
Manley Hopkinsrin the poem "God's Grandeur"s
Sl Generations,have trod. have trods
LR And all is seared with trade; ‘bleared,
smeared with toils .
o And wears man's smudge and shares man's
S S smells the soil . 7
Is bare nov, nor can foot feel, being shod.
Eliot senses a reciprocal loss in man's temporal progress,
~ As man becomes more self-conscious he makes less of his vital
,,wwi relationship to the earth, At the_same_time;‘he arrange8,£he;;_

-12-



earth more and'mOré to resemble his 6wn consciousness., The '

poem points to another pair of antinomies, earth and«man,
vhich need to be restofed to their original unity. Eliot's
goal is a reclamation of man's innocent conjhncﬁion ¥ith
nature within the structure of his mature self-consciousnéss.f
Hé'recognizes an essential paradox in the antique séﬁtingw
that the "coupling of man and woman" was oncé the same as
"that of beasts.” Time was barren of meaning because man wasi
’bqrien of selfhood. It was impossible then for people tovhavé.
"rhythm in the dancing/ As in their living in the living
seasons.” Time thén was aiﬁatural cycle of generation and
decay. Eliot sets himself the task of regaiﬂing;man’sv“earthf
feet” without returhing to a state of mere animality. At
last, he ideﬁtitiee his ovn beginning with the dawn of con-
sciousness and before: "I am here/ Or there, orvelsewhere;‘v-
In my beginning.”
The next step in~the £e£ormu1ation of history is to

" present a poem in the poem, simuldting “the deception of the
Athrush." the Romantic deification of natufe. As the thrush

| said earlier, “human kind/ Cannot bear very much reality"
(BN I, p.v118). Until nowv, that is., The poet sees Clearly
“that Romantic poetry ignored its own way of seeing thé world, -
Aignored the idea that it was only a way of seeing it. The
. Romantics and the Neo-classicals had all practiced this same f
; deception. The knowledge'of the past is inadequate to the
‘strain of facing certain death; this knowledge must be a

' pattern reformed at every instant, a "lifetime burning in

- =13=



' every moment® (EC V, P. 129). The central question of “East
Coker™ now becomes, is all that knowledge of the past, that
’poetry of the past, simﬁly a "recéipt for deceit"? Is the
wrestle with words "intolerable”? At this impasse the poem
seems to stop itself in a syntactical and logical roadblocks
"We are only undeceived/ Of that which, deceiving, could no
1onger'harm." The speaker has reached a sort-of anticlimax,
Dispelling the comfortable deceptionswdf'the»past has only
‘lﬁo;ced him into a position in which the truth is that which

" does not harm. The deceptidns._dnce”disavowed, cannot be
ireclaimed. rSome»cohfort may be derived, the'poet'thinks, ftom
hearxng of the fears of the old wise men, from hearing that
‘they too had been undeceived. The "wisdom of humility"™ seems
:a rather veak‘dogma outside this immediate context, but the
"derivation-of the word can be brought to good'use»here. Hu-~

" mility comes into English. indireetly, from the Latin word-
 §2§§§, for earth, Like thé houseésahd their history, 1ika'

: the danéers. theﬁspeaker'reaLiZes that he comes from the earth
Aand is bound to return to it, 'Nevértheleés. he too is a
:dancer, choreographing his new dance by dispelling the old
:deceptions. Having failed to pierce through these deceptions
:to a deceptionless world, ﬁe must now settle for a world which
‘iﬁcorporates the idea of the deceptionless into its new de-
:Ceptions ; |

‘ | Whisper of turining streams, and vinter lightning.
The wild thyme unseen and the wild strawberry,

The laughter in the garden. echoed ecstasy

Not lost, but requiring, p01nt1ng to the agony
Of death and birth,

-14-



-Stevens' phrase, "We live in an 01d chaos: of the sun.”

" ‘Already there is an indication of the change which occurs in

the catch phrase of "East Caker.“ Death now precedes birth

' in the femporal movement of the poém, Death cannot precede

birth in the temporal movement of a man‘'s life, but it can

in the poem, As the man reads the poem, his temporality‘isv
rearranged by that of the poem. In his consciousness, death
can noi‘precede--and supersede--birth, Eliot prepares for

the end of "East Coker,” when he will reattangeﬁthis-temporai‘

" progression more permanently.

If "Burnt Norton" is the‘u;nifesto of change, "East

Coker" is the,genesis of that change, In the latter part of

the third section, the speaker utters his new fiat: "So the 3

datkness,shall be the light, and the stiliness the dancing.”':‘

Immediately,-the poet shows an Oriental propensity for in-

cluding opposites in a single statement. Life is a process

of opposition, as this sectionrdémonstratgs. Directly, the

image proceeds into that of the world as hospital, to which

all men are admitted with a terminal disease, life. This

hospital, "endowed by the tuined»millionaire,""bringsbta~mind’

8 The _

~analogy between the rest of "East Coker"” and "Sunday MOrning“:
 bears out well, I think,  Eliot moves from the clinical
vfdirectly into the religious metaphor. Perhaps itais'indica-
E tive of the.differencesbetween thextvo‘poetSathaﬁ*for’the»

- purposes of metaphor,Eliot’chose Good Friday, while Stevens

. chose Easter Sunday. Eliot brings into his poem an acceptance

 0£ man fixed in flesh and blood. There can be no transcen-

-15-



gf'poem, as vell, calls forth not only its emtu:ety (1ts com-

if it is truly a poem, it also changes the ’meanmg of the

) entire body of literature in itself, The corollary of the

L pattem ao that not only his life buththe existence and

- meaning of his race are in the balance of every :mstant. The

as- anything .else vhich.is involwd in :the “scheme of gmera-
tion“ AT ¥y spi.f.e -of that.., the apaaket aays, "we call thls

As Kierhngau:emqs of Chrisb:.on sutfe:.ing, "the mark of - it m

;9:« I will - try to ‘show through theat

is- that. it'. is- voluntary.
next two- %ectienx, how Euob ,developn *th:.s poetw"neceaazty
by :.nsistmg tiat m on1y~ choicmmn m is the choice to
recoqnizo in hia own® mrtaiiby the- mna of his: salntz.on.

The salvat:.on, au: fonown. does not at.ranscend, but is a saJ.-

vauon in-the flesh,. font:he auntion -of the. £leshars ik . -
Root.ed 1n thp fleshwthe pook rajects words ‘because they :
fail to giw him xmrt:ality. \He fears:that the poatic act

mght merely be his \u.ah ito ‘be. “d:.atracted from. dlstractmn
by distractioa" (BN III; p. +120) - Hnmih.ty forces hin to -
realizc tlsat. the standards of art. ‘have: a].ready beax set by

men: vho have mnquerad 'vhat thete is to oonque:. 'rhe only

‘way out: ‘of. a suicidal :dilma is: thim "there j.s :only the s

trying.: 8 Only as manwpxacea himself 1n a. continuing state of

choice aoes ‘he fultill. his humity.u Han and -poetry. bacqm

analogous agai:n. ‘The: mdivi.dual man:learns to complicate. h),s

’ plenty, its various readlngs by van.ous 1nd1v1duals), but,

TR AT TS

RO AP groabodias

dance in:the. reality of human zﬂ‘esh,z which. ia asnnsubttamtia !

Friday good.” : Man must:now. choose ‘to Olll .h:.- ,mrta1~1ty~guod
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infinite and éonstaht”rébetitioh and reformulation is that
each man must live in the fhere and now," allowing the "here
and now" to "cease to matter” as\he'lives-it. “We must be
still and still moving,” Eliot says, exactly like the poem.
~Now, the speaker is thoroughly prepared to disavow the initial
statement of "East Coker” and to replace it with a statement .
- very mﬁéh like one in "Sunday Morning." “In'mj end is my
beginning,” it seems to me, is not so very differeﬁtzfrom
’ wQat Stevens means vhen he says, "Death is the mnthérﬂof
| beauty,.," Perhaps the-changé iﬁ_attitude-from the beginning
) to the end of. the quaftetlowmore closely approximates the .
maturing of Crispin in on of Stevens®' longer poemss .

| Notas Man is the intelligene&*of;hts soil,

Notas Hi; soil i; man's intélligence.lll

"In all of the poems mentioned, as‘in “East Coker,” the poet
~assumes that the reader is self-éonsciouslyfembodying‘thel
"poem as he reads it, «The'poem:is the»poet's attemptato.give‘;
'f man»a circular temporality to replace the traditional linear ?
j'one. Ideally, it takes,man. trapped=inua»time;without par-
pose, and puts him in a time vhich defines its.own movement
| as a poem, This is, as I perceive it, the goal of the Four
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At the end of QEast Coker" Eliot prefigures the;nauéh »_i
- ment of "The Dty'Snlvages;" the actual movement. into the;tiﬁe{
of'the sea and the time of the river, as opposed to the timév‘
of man's chronometerss |

Through the dark cold and the empty desolation,

The wave cry, the wind cry, the vast waters

Of the petrel and the porpoise.
'In order for man and the poem to be simultaneously in time
v,and out of time, Eliot feels that he must penetraté;the»
natural world and its own scheme of'timeh - After two entire
quartets devoted to the theme of time and maﬁ's'tempofality,¥;
the speaker of the poem suddenly begins to muse upon a "“strong
brown god.” Finally he has wound around his circuitous path
to the river of Heraclites, whose words begin the Four:
Quartets. The river here is the source of the metaphor of
~time, as the sea to which it flows is the Source of the meta-ﬂ
lﬁhor of ‘timelessness, Each is dependent on the other foruits 
meaning. The river god and the voices of the sea are all- |
,pervisive. They are the essential qualities of nature upon
which.all meaning is dependent. The images are made'archaic
| and impenetrable to reproduce a primeval state of nature
- stripped of all historical and philosophical implicatidnsQ
bThe heaving of the waves marks an elemental time "Older than
the time of chronometers." Man's timepieces are sensationally

dull metaphors when they are contrasted to the bell rung by

- ®the unhurried ground swell," The undulating sea encompasses
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“two opposites, the inpassive measure of time and the violemt

menace of oblivion. The same sea which rocks the groaner
causes the wind that whines in-the rigging. The voice of the
eternal ground swell is'also the "distaht~rote of the granite°
teeth.” Eliot expands the notion of time wh11e keepxng it :
closely tied to his 1mage of man;
| The river is within us, the sea is all about us;

The river, the natural phenomenon from whxch Heraclites
.% derlved his lnsplratlon. is within man as an image of txme.
Man runs h1s‘course in a river of time, but.lxkefthe river
" and like time he is never the same at one instant as he is
_lat the‘next. The sea, which includes both “the menace and

caress” of waves, surreunds men. Man is, indeed. an *island 5:

12 He is beset by the directional flow of the‘

'solitude."
| river to the sea and the undulating~movehent,of the waves
themselves, aspects each of the other. The river canﬁot flow
down to the sea if there is no sea to receive it, nor can the.
 gea exist if there is no river to feed it, The watefiimagekyk
is all-inclusive in QThe Dry Saivages.” »Even-thevsalt’of>the
' sea is "on the briar rose,” and its "fog isvin the fir trees.é'
, At last, Eliot is able to ﬁlace.mAn in a setting which is not
dependent on man for its meaning. The time, "net'ouf time," |
" is older than the mechanical time of chronometers or the
: emotidnal time of sailors’ wives.ffor whom‘”time stops and
| time is never ending." ”

For Eliot, unlike Stevens. this notion of a world in

which man finds himself only a part, the external world. is
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' barely tolerable, The speaker in "The Dry Salvages® asks
for the end of

The silent withering of autumn flowers
- Dropping their petals and remaining motionless.,

. Still movement is not present in nature except in the measure

- of the sea, ﬁhen theyfalling leaf reaches the ground, it

remains still, The beginning of section II marks a low ebb
in the poet's vitality and resilience. The metaphors have

.been reduced to their starkest for the moment , Elioteap—htg.

pfoaches a vision of the world without meaning, "“the prayer
"of the bone on the beach." Then, without eagerness, he pre-

5 sents the alternatives. Man, he takes for granted now, is-in
a“"drifting boat with slow leakage." Because "we cannot
think of a time that ispoceanleas,“ that is, because tne-
metaphor of time cannot be separated from the world whieh it

»describes.Athe oniy way to dispel "the voiceless wailing” is

- to voiuntari;j choose the "hardly, barely prayable/ Praye: |

of the one Annunciation.® Because man cannot supersede the

i power of the sea, the oniy alternative is to choose to live

a life where the pain is painfui, the movement full of motions

“forever bailing, setting and hauling,” rather than “making n

- a trip that will be unpayabie/ For a haul that will not bear

exahination." I think that Eliot chooases the particular

'~ New Testament sense of the Annunciation, but I do not find

it bothersome, since it can never be more or less than a

metaphor. In general terms, the Annunciation is the announce-
ment of God's intention to become incarnate. Again, the idea

Jt of poetryvis brought to the surface in this image, Not onlyﬂ;fmJ
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is it importaht that God is to become man; but also that ﬁhe'j“'
poem, as one speaks it, is incarnate. The point of -incar- |
nation is drawing near, the point at which man will be=God.'
The poem is being embodied at every moment of its reading.
i‘The action of £he'poem is both intrinsic and'extrinsic-td it.ﬁ
Ideally, one is learning to confront the reality which‘the
poem presents, while the poem achieves an end in itself, The
poem may be still moving, as I said earliér. but mén muast
" find salvation in action and movement. Only in reading the
poem does he approach still movement himself,
e »For a moment, the old poet sees the pattern of his life
changing. He assert; again, ‘as-he did ét the end of "East
Coker," that the expefience of the individual maﬁ‘is not his
solitary experience alone. It is 5not the experience of one
'llife only/ But of many generations,” This accretion of
previous generatioﬁs is Eliot's attempt to describe the_inten;
sity of agony in the context of time, Individual man, living
~in the present moment as he must, turns to glimpse the fprim-~
;_itive terror“}vhich 1ies beyond the "assurance of recorded
histo:y.” He experiences this primitive terror as “the bit-
tet apple.*” ‘Only since symbolic man, Adam, ate of the apple
has man in general begun‘tollive in the prdgreséion of time.
'This terror, then, is man»outside of time in a condition of
},primal unself-consciousness. Only as man creates his image ;
of teﬁpbrai ﬁovement does he realize that "Time the destroyer
is tiﬁe the presetvef.". Man is because he is in time. Now, ;

. in Eliot's image, man can choose to live in time, rather than}_
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ubéihglforced‘tbkliﬁe in it, As Adam bit the abpié;‘dﬁe'ofrwwy>
the things he came:to knov was that the apple was not himself,

but a-part,qf~aomething«very different framwhiaself; Chrise-

| £ian man has seen it as a bitter apple. And it becomes dai1y 
‘more bitter as he realizes what has been lost, The poem is
exploring the 1loss to know thevgain. The-speaker-wants to

~ know if an why "the bite in the apple” may be truly called

the felix culpa. During a pause in this inquiry, the image

'of les g;gi§ sauvqges also becomes an image of times

And the ragged rock in the reétlesswwaters,

Waves wash over it, fogs conceal it;

"On a halcyon day it is merely a monument,

In navigable vweather it is always a seamark.

- . To lay course by: but in the sombre season

| Or the sudden fury, it is what it always was,
'Hah. the sailor piloting the slowly leaking boat, has found
a seamark in the midst of £he moving water. This rock, s0
depeﬁdent on the sea and its weather, is a monument to man
erected by man himsélf. On those infréquent halcyon days, he
vseeé'it as a monument. "In navigab1e~véather" it is no more }
than a tool, a method of measurement. Since man is no longer
sénsitive'to the fixed measure of the sea he must make use of
'his own standard "to lay a course by." However, in the fury i
"of the storm, when the sea fbrces man’s separatidn from it
intokthe foreground, tﬁe rock, as time, "is what it always
,;vas.” a function of is and was, a fiction.
The speaker then continues his'inquiry into the nature
fof time and man's relation to it. Having once speculated
l that the future is a maudlin sentiment for those who will
_inherit his present, the speaket reduces supposedAmovement,in:;ﬁx



 absolute time to no movement at all. The old axiom that time.
can heal all will not work from this point on in the poem,
because, if the spéaker}s exhortations are heeded, man»will
no longer submit to time as physician. The wounded physician
of "East Coker” is now dead. The image of man in the -Four
Quartets is freed from the absolute doctor-patient relation-
ship vith time. Man must now choose to move in time, tokact,f
to “fare forward,” with the hotion that past and future are |
S‘fqpets of the present. The traveler on earth no longer
leaves or arrives; he who arrives is not the same as he who
departed. The action of 1iving voluntarily in a time which

is no longer absolute commits the individual to living‘fdr“
‘others, those who are to come. There: is a temptation to make
an individualhlife merely an offering to the future. Eliot_ |
proleptically rejects this temptations. "dd not think of the
fruit of action.” Think instead, he says, of the physical

act of moving in a physical world. Think of moving in a
fistructUre‘of time which is only meaningful because it is
>voluhtari1y accepted as me&ningful by‘each~particu1ar man,

I would note, finally, that this rejectiem of the

traditional concept of time is,spoken by an extra-human,
ektra-linguistic voice deséanting in the rigging. In the -
témporal movement of the poem, written by a human §oet. spoken
} by a human reader, a fictional speakerkposits an ethereal
| voice. The irony is severe, to say the least. The poem is
dehanding that the,imaginétive ear {(not the physical’ear..

'which is the "murmuring shell” of the time of the sea) accept:
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a time vhich moves only as an individual man devotes his

attention to the physical world in the present moment em-
bodying the past and future. Man himself approaches a
meaning analogous'tb the meaning of thé‘poem. a meaning which
rises in cbuntérpoint to the meter, The sea marks its |
’«régular time unfailingly, vhile man s8tands within thisvmove~‘7
FMent phrasing the sea in his own time; ‘ | |

| The sound of the pefpetual angelus ihspires in ﬁan a
 fear of his own physicality. 1Instead of thoroughly inves-
tigaﬁing the “"bitter épple“ and the loss it represents, or
man's gﬁin in having bitten it, some people choose to con-’
centrate on the mannef in which Adam tdok his bite. These
are the persohs.who bﬁsy themselves vith the magic, extra-
senébry perception, drugs, psychology of the poem. “Pass-v
times and drugs,* Eliot calls them disparagingly. How ap-

| propriaté is,"passtimé.ﬁ since the unéhecked passing Of_time ?

is the object of criticism in the whole of the Four Quartets.

‘ Any aétivity which distracts a man from his constant'agony.
as those men in the place of disaffection are distracted (BN |
III, p.;1zo). is an inexcusable waste of human effort. - Such i'
| a distraction is a weakness in the heroic sense, since one
‘, of the purposes of the poem is to force each pefson to recog-z
' nize and realize his own personal heroism, or sainthood, as R
it is called in the poem, . | |
The actual climax of the poem, for me, is nov~neart
. But to apprehend

The point of intersection of the:timeless
With time, is an occupation for the saint--



" No occupation either, but something given
And taken, in a lifetime's death in 1love,

These:vords almost force one td attend to the.beauty'of the.
poem, through which i have,only‘been ardupusly praoceeding.
Nearly three full quartets precede, but this\passage~is the
- culmination of all the.previous images, Now Eliot is going
to tell in so many words how to find the intersection of the‘v
timeless with time. He asserts now, after muéhfinsistence
on the voluntary nature of}the agony of man in time,‘that in |
.aﬁother sense, the sainthood of that degree of perception is
an exclusive and p:édetermined Sainthooh. The speaker sud-
denly includes himself in an "us" who are not'td be faQored
with such beatitude. The séinf's lifetiﬁe of death in\lové' '
is something given and taken, not voluntarily acceyted.‘ Onii:
the true religioué saint can - know the timeless in'time by
'lloving God. The intersection is the.very idea of God, .Por
the rest of us, lacking the transcendant God of the saiﬁt,

" there is no intersection of time with the timeless.’_Fox“ﬁs
. there is only the moment in and out of time. Each moment ve
place ourselves in the>¢ontext»6f time as an act of giving
j meaning‘to an otherwise empty movement, |
| :There are various fit distractions now to be oppbsedrto
the"uhfit distractions at the beginningjaf section Vi

The wild thyme unseen, or the winter lightning
Or the waterfall, or music heard so deeply
_ That it is not heard at all,
; This is the pbem's spectrum of beauty, from the assumed beautj

i of the unseen thyme in nature, to the unusual beauty of winter
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': 1ightﬁih§;AOr the magnifiéent‘naﬁﬁrai'beéu£§’of £ﬁéwwéter-“ o
fall, As it moves from the visual to the~iudiho:y. the end
of the spectrum opposite the unseen thyme is an internal
‘music,  The unheard music represents an extreme in wvhich man
assumes that the perception of beanty depends entirely upon

a quality, infused or inﬁate. within himself, a quality which
itselfvéannot be apprehended. The unseen thYme, as its op- |
posite, refers to a principle of beauty postulated of natu:e;
'~th,1ikewise'unknowable. Eliot's own addition to tﬁesewfit
distractions is tousay.that,ﬂyoﬁ are the music while-the
muéic,lasts.“ Heahing exists independently of man, but

it is temporally dependent upon him, This, it seems~£o;me, .
ié a much more apt preparatiohkforfwhht.followsain‘the-stanza.'
Amﬁng the distractions which are acceptable to Eliot, the ‘
condition in which man depends upon himself as the creator-
 discoverer of beauty is most aecéptable. Of course, the "you™
of this central phrase refers direétly to the voyagers at. the

end of the third seétion. but it also addresses the reader,

- The name of the poem is, after all, Four Quartets, These

are quartets which'are~not-played upon an absolute instrument;
but in the flesh of the individual ("the trilling wire in the
blood“).' In this 1ightvthé phrase becomes nmich more compli-
cated, The reader is the music'of the poem as he embodies

it during his reading, butvthe poem is a music with:a dura-

. tion of its own. The reader is also music in a larger sense.;
since he both engenders order and appreciates this ordgr once

it is created. The reader is the embodiment of the music of !
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his culture and the music of the4§oeh. while théyziaéf éndfwﬁhw““

‘:whﬁle-he lasts. "The moment of the rose and the moment of

the yevw-tree / Are of equal .duration.” (LG V, p, 144) |

| All these hints and guesses are. tempered by the occupa-

”“tions of the saint, even though the individual has slight

" hope that he will become a saint. The liberating notion that

| man is the music is alﬁays tempered by discipline. ‘Freeddu

-and responsibility come at one moment for the man charged

"vith creating a meaningful world, For Eliot, the Incatnation 

is the real image of man. .In it man is as close aé possible

© to any intersection of the timeless with time, the "impos-
sible union.” In the spirit incarnatezwhich'is every’man;

- "the past and future are..;reconéiléd;“' This reconciliation~r

has been prefigured in the "garlic and:sabphirés in the mud" ’

 ‘image of "Burnt Norton." The image of man as conjunction of

| past and future, the life of the race and of an individunal

-burning in every moment, is the Incarnation. The action of

. which the poem speaks is only moved by the physical force of i

: thé vorld. Man performs actions in the midst of the movement

:_of the sea (his race), and in the context of the movemnt of |

the river (his lifetime). He is free from both past and

_ future because they exist only in him. The final.reconcilia-f'

tion of the poem necessitates ﬁan's choice of a time which he

' knows to be artificial (in-the full sense of falsity énd-arti-

| fice). ~This,is *“our tempbral reversion®:s returning to the
time described in past and future after having perceived:the ;

 time of the perpetual angelus. The sea bell continually
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,iéduhas‘the brayéf.bf.%hélﬂhhunéiatidh; We move from the
Annunciation to the realization of our Incarnation. And then.
‘,only then, we choose "our temporal reversion.”
Because the -end is the beginning, the temporal reversioni
_ accurs in the valley of the shadow of death., It nourishes
“the life of significant»soil.",’The similarit?*of this
phrasé to that of Stevens is_inviting, Crispin's voyage (he E
too is a voyager) is marked by the change of his initial dic-ﬂ
tum, "Man is the inteiligence of hiékSOii." to the 1hterg"his'
©'80il is man's intelligence."'to the eventual "haphazard
denouement.” In "The Dry~Sa1vages"‘mant'voluntarily choosing
to live in time, nourishes a soil whxch is responslble for
,theflife vhich is responsible for 1nteilignecEa‘ This: llfe'is
constructed by man as analogy to the duraﬁion 6f the yev-tree.
but the significance of the soil, the4paraQOx.'iS*the motive .
for the analogy. Whether man endows the soil or the soil |
" endows man with meaning is beyond the ken of human perception.

whxch rises itself from the antinomies-of soil and life.

Iv

“Little Gidding” begins with a long series of Oppésites f
centered around the image of “midwintérispring."'»In,the.
‘.deVélopment of the poem ﬁhe last quartet will be the setting t
for Eliot's image of man in and out of time, Past and futﬁre;

beginning and end, river and sea are the three major sets of |



" antinomies that must be reconciled before £heVpeem ends.
Like the speaker»ofeveats' "Vacillations,* Eliot°®s speaker

13 At the

has been running.his course “"betwveen extremities.*
outset of the final*major'division~oftthe-poem‘the Incarnation
has been accepted and completed, and the. Spirit descends in a
sort of poetic Penteeost.- In the dead of winter a “transitory
‘Wblossom” appears., It is altegether a perfect bloom, one:
which neither buds nor fades. This bioom happens only in

" the life of a man (and perhaps only in the time ofvold age);-%
it is net part of the »"scheme of generation,” In_a sense,

the poem is the transitory.blossom,'im the respect that it

14 The poet has

_does not par;ake of the beauty of nature,
_managed; through‘his own wrestle-vith 1ahguage; to creaieﬂam
temperal and spatiai movement peculiar to.his own lifetime.
- As the tlmeless moment occurs in the garden chilled by wlnter.
the speaker turns to a- questlonlng of its opposlte. “*Where

- is the summer. the unimaginalbe / Zero summer?" He-wants\to ;
,fkmov vhy ihere could not have been a midsummer}fall in his

owm youth., Why, he asks, did the rose,gardem‘of "Burnt‘Norton"
__no£~include a premonition of winter? Why, in faet, cannot :
ﬁhe‘summer be "sempiternals?ls, Placing oneself in the time
" of the scheme of generation, the scheme in vhich the dancers
of‘“Easﬁ Coker" participate, is not possible. Yet it iswhot :
~,p®ssib1e to escape from it; The time of budding:and"fading
is alwvays the'same. There is nothing in it to distinguish
the individual man, and man's purpose with respect to it.is

- only a "husk of meanihg.” The explanation of “the poetry
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' does not matter” (EC II, p. 125) is here at hand. If the
poem "matters” in the same way that the other motives of
man's life matter, then it is liable to the same deflation
in wintertime, Eliot's man is onfearth finally to pray, and
“prayer is more/»than an order~of'ﬁords."-,Prayer. then, is

the expression'of,man's,taciﬁg death in time, It is not an

end; because ends have been rejected in the Four Quartets:

Ash on an old man’s sleeve
Is all the ash the burnt roses leave,

It iskmeaning. not salvations
| - the: communlcat1on
- Of the dead is tongued with fire beyond the
language of the living.
The;language of the dead, after all, iS-the spirit vhich
deecehda upon modern man, who is, if'he.is liviﬁg properly, A
1 the intersection of the timeless with time.v“never and alwvays."
Despite the efficacy of action, the reconciliation con-
tinues to be described in terms of opposites. A formal apo-
: calyptic vision in which the four elements take turns‘desfroy-
ingdman is followed,in‘fhe poem by a meeting between the
speaker and his alter ego in a scene of present destruction.
The speaker's opposite self is a self of extremes, "both in-
tiﬁate and unidentifiable.” This meeting is the culmination
~of the<paradoxica1 operation of the entire poem; Thevspeakeri
- ig joined with the.self that he is not. The persona of the »
eypoem becomes a unifiedfpefGOna;at last., Time becomes coh—
pletely a function of human perception in "aftersight and :
foresight.” At the same time that the speaker is informed of:
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the unification of meaning in man, however, he is also in-
formed of the bittérness of this unification, The "right
~action" (DS Vv, p. 136)vvhi¢h gives freedom ianthe:mavamept

of the human spirit "in measure, like a dancer." Spirit,

like all other words in the:poem (in every poem), is a delib-
erate choice. The image of the Holy Spirit descending in
tongues of fire is being converted into the human spirit in-

- dwellings |

The dark dove with the flickering tongue
Had passed below the horizon of his homing.

The Spirit is returning to take up-residencefin earth, He is
hbming to the place of his origin. The‘spiritbofiman, his

| inspiratioh.'§116VS‘him ﬁo make a dance of life within the
‘artifice of time, The dance is movement in time for its own
sake, movement which does not participate in the “scheme of
ganetation,"'but in the scheme of man's inféntion. The dove
descending and the.thrush are one, \

| | The cycle oé_a~day has passed as the dawnh breaks ta

begin the final resolution of the Four Quartets. In the third

| section an allusion to the "three men on the scaffold" places

' the Crucifixion of an undistinguished Christ after the Pente—p

coét in Eliot's own scheme, The’speaker explainé the meaning

of'the,Crucifixion‘as Symbol. "a symbol perfected in death."™
The motive for meaning in the life of the individual is puri-

| fied by its having been removed from the generative proéess

of hature. The significant soil of the previous qﬁartet be- f

comes‘the ”ground of our beseeching” in “Little Gidding."

.. Meaning is finally limited to *"midwinter spring.” The only,riA_,
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‘ symbol is a symbol perfected in death (agaih refefriﬁg ho£ﬁ “f

to man and to the“ﬁoem)s "In my end is my beginning." ,
The ponderous movement of the poem is intensified in thef

Short..lyric fdurthbseetion; »The:¢ompkex pmobtems-of'man!sv

_ accepting an artificial time, struggling within the sound of

the perpetual angelus, are éurtailed by ﬁhe second appearance

of the dove. The inspiration of the spirit is an incandescent

- terror, "the one discharge from sin and error." Whether the ‘

choice of "pyre or pyre" is hope or despéir depends upon the '

choice of the individual. *Thenspéaker himself avers that

Love devised the torment: o

Love is the unfaﬁiliar Name -

Behind the hands that wove:

The intolerable shirt of flame

Which human power cannot remove, _ |

- Love is the action of a man réalizing that he is mortal, The

shirﬁ of flame makes each man painfully aVSfe:every i&stant |

that he is living, that he is dyihg. “The time of death is

'-evefy moment, " (bS IIi. é. 134) Making life the "choice of

pyfe or pyre" is a difficult, but considered, articulation

of Eliot's owh love., It leaves man with but one option in

:.his:personal act of love, the option“énvisionea by Marvel in

"To His Coy Mistress":

Thus, though we cannot make our sun
Stand still, yet we will make him run.

If this seems but small consolation and compensation for 1life,
it is because Eliot has elected to work within the Christian

tradition. The Christian mythology assumes an end quite

different'f:om that of the Four Quartets, but the tension
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' between the two creates a confusion about the meaning of the =
poeﬁ.»'The.love thit‘Eliot dravs is: not Divine~Love.  It is
an essential metaphor, a name for the unnamable. The power .
af this love is that it is maortals it occurs despite an
impending death which.brings no salvation. It is love because
Eliot chooses to see death as a benign end to the~re1ationshi§
between a man and his world. Each reader of the poem has the

same choices to declare or deny the importance of his own ’

! humanity. ”

The poem approaches the coda of its last period with a
practical application of lovevto‘tﬂé-theory of poetry. "Everj
poem is an'epitaph" marks, in the‘reéder!Sfmind; theréuecess~;
',fui conversion of poetry-from~an’endfin'itséif'to.an'tnnortall
creation of mortality., The poem itself is the‘“complete
consort dancing together;® that is,, it is an artistic con- .- -
struct moving in a rarefied time. The poem is net action,
since every action is "a step to the block" (although reading
" the poem is an action)., Rather, it is a monument tc a man's i
E acﬁiqn) a pattern which is engendered by his relatiom to the
' vor1d; "Time at the close of "Little Gidding” is summed up |
| like #his:~ |
v The moment of the rose and the moment of the yew

: _tree
Are of equal duration.,
The time of death, every moment, is the same as the moment
of beauty,*thé moment infﬁhe rose garden. History, withél,
~ is composed of these moments, and makes them into a pattern.

A people without history is not redeemed from time because it
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never éohes tb khow tiﬁé; For E1io£; £ime ahdbthertiﬁéless/ww
are the necessarf‘antinomiesfwhich must be chosen to give
meaning to a lifetime. Individual choice is of the highest
importance when it.héé no absblute.significance'at-all, when

. history is a pattern of timeless moments.,

The end of a person's life, the end of the poeﬁ. the end

of the symbol perfected in death is to_atrive at the begin-

ning. In the Four Quartets the last stanza is ciosely related
: to the first, naturally. The circularity of the poem's move-i
ment is being affirmed. The 1life of the individual man re-
turns at last to a knovledge df innocence. The man cannotu
become innocent agaih. but he knows his lost innocence in the
| valley of the shadow df‘death; At éhe end of an exploration :
| as monumental as thé search for the source of the longest

: river, the Nile, the children of "Burnt Norton" are heard

: agaih. In a trough betvween two waves of the releﬁtleésly
moving sea, at the point where one vave becomes: another, man
| achiefes a condition "of complete simplicity.” Having taken
‘himself out of time in order to see iﬁs artifice (and in order
tp‘be_able to love voluntarily), he now chooses to act in |
t time} re&lizing that it is'a sacrifice of everything for the ;
pdssibility of meanihg. The redemption of the fire and the
beauty of the rose are one, Man lives, "Quick now, here,
.vnov,~a1waysg” (BN V, p. 122 and LG V, p. 145), not in the S

Ridiculous the waste sad time
Stretching before and after, (BN)

'j but in
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A condition of complete simplicity
(Costing not less than everything)

And all shall be well and

All manner of thing shall be well

- Wheén the tongues of flame are in-folXded
“Into ‘the crowned knot of fire

And the fire and the rose are one,



' FOOTNOTES =~

- IR. P, Blackmur."Examples of Wallace Stevens," in Fbrm’and ‘

) Value~1n'uodern Poetry (New: York. 1957), p. 186,

~2Murray Krieger, "The Ekphrastlc Principle and the Still ‘
Movement of Poetry; or Laokoon Revisited,"” in The' Play and .

- Place of Criticism (Baltimore, 1967). :

3T S. Eliot, The Complete Poems and Plays 1909—1950 (New‘
York, 1952), p. 119, Subsequent quotations from the poem
are noted in the text only wvhen they are taken from a :
quartet other than the one under discussion, To facxlltate*
_ location of these quotations, I have noted the quartet (BN .
© _for *"Burnt Norton," etec.), section, and page number. For
“instance, this footnote is~a~reference from BN II, p. 119,

4

William Butler Yeats, The Collected Poems of Wiilzam Butierl
Yeats (Toronto. 1956), p. 328. 4

SCf p. 27 of this thesxs.,

Swallace Stevens, The Collected Poems of Wallace Stevens

(New York, 1971), p. 93,

7Gerard Manley Hopkins, The Poems of Gerard Manley Hopkxns
(London, 1967), p. 66.

8Stevens. *Sunday Morning,” p. 66.

9Soren Kierkegaard, The Point of Vlew for My Work as an -
, Author (New York, 1962), p. 8, '

, IQThe placement of these phrases also pointedly refers to the
nature of the poem's unity, much the same as the lines re-
peated at the beginning and end of "Sir Gawain and the
Green~Knight.” '

11Stevens. "The Ccmedian as the Letter C," p. 27 and p, 36,

12
13

Stevens. p. 70,
Yeats, p. 245 | o
| 14Cf.kp. 9 of this thesis on Stevens' “Anecdote of the Jar,"

15COmpare this notion to the construct of summer in Stevens'
“Creedences of Summer,” in which the speaker postulates the

effects of an etgrnal summer,
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