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criicism—ihe theory of the depersonalization of art. When he declares that
poetry “is only a medium and not a personality,” and that it “is not a turning
loose of emotions, gw an escape from emotion,” against what theories and what
cruties is he arguing? Understanding why he rejects Wordsworth’s definition of
poetry as “emotion recollected in tranquillity” will also enable you to grasp why
Eliot, in other essays, expresses unqualified enthusiasm for Keats as a critic.

The theary of history and the theory of impersonality combined have far-
reaching implications for the practice of criticism. In this essay Eliot succinatly
stales the critic’s task: “lo divert interest from the poet to the poetry.” With this
phrase, Eliot-is wdentified as one of the progenitors of the twentieth century’s
“New Criticism,” which has as its principal tenet the close examination of the
poem as poem, without regard for biographical, social, ethical, or other [frames
of reference as sources of judgment; the poem has its own terminal value. That
this 1s not a totally new, exclusively modern approach, however, will become
apparent if you recall one of the oldest of the existing critical monuments—
Aristotle’s “Poetics.”

In the second of his esiays reprinted here, “Hamlet and His Problems,” Eliot
restates his theory that emotions in art are validly represented only if they seem
to grow ,N.:NS.B@&“ from certain formal externals: objects, situations, and events.
His famous term, the “objective correlative,” was coined to describe the “for-
mula” of a particular emotion. Although Eliot later expressed his dissatisfac-
tion with the lerm and virtually vepudiated it, the essay represents Eliot’s
practice in the application of his theory of the depersonalization of art.

In ENGLISH Slmsmméo seldom speak of tradition, though we occasionally
apply its name in deploring its absence. We cannot refer to “the
tradition” or to “‘a tradition’; at most, we employ the adjective in saying
that the poetry of So-and-so is “traditional” or even ‘“‘too traditional.”
Seldom, perhaps, does| the word appear except in a phrase of censure.
If otherwise, %wm,.a_,u.m.&&% approbative, with the implication, as to the
work approved, of some pleasing archaeological reconstruction. You
can hardly make the word agreeable to English ears without this comfort-
able reference to the reassuring science of archaeology. ) .
Certainly the word is not likely to appear in our appreciations of living
or dead writers. . Every nation, every race, has not only its own creative,
but its own critical turn of mind; and is even more oblivious of the short-
comings and limitations of its critical habits than of those of its creative
genius.  We know; or think we know, from the enormous mass of critical
writing that has appeared in the French language the critical method or
habit of the French; we-only conclude (we are such unconscious people)
that the French are “more critical” than we, and sometimes even plume
ourselves a little with the fact, as if the French were the less spontaneous.
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Perhaps they are; but we might remind ourselves that niaommﬂ is as
inevitable as breathing, and that we should be none the worse for E.:nz_.m?
ing what passes in our minds when we qnmm. a book mb&.m..n._ an emotion
about it, for criticizing our own minds in their io.l,n of criticism. Onn. of
the facts that might come to light in this process is our ﬂmnmns.ﬂ. to insist,
when we praise a poet, upon those aspects of his ioww in which he least
resembles any one eise. In these aspects or parts of his work we pretend
to find what is individual, what is the peculiar essence o_..:._n man. We
dwell with satisfaction upon the poet’s difference from his wanmnnnmmwau
especially his immediate predecessors; we endeavour to find something
that can be isolated in order to be enjoyed. Whereas if we approach a
poet without this prejudice we shall often find that not only .ﬂrn best, but
the most individual parts of his work may be .”TOm.n in which the dead
poets, his ancestors, assert their immortality most vigorously. ”hwbm I do
not mean the impressionable period of adolescence, but the period of full
maturity. . .
Yet if the only form of tradition, of handing down, .no:mpmﬁ.& n
following the ways of the immediate generation before us in a blind or
timid adherence to its successes, “‘tradition” should positively ,U,n dis-
couraged. We have seen many such simple currents soon lost in the
sand; and novelty is better than repetition. Hnmnrcwz is a matter of
much wider significance. It cannot be inherited, and if you want it you
must obtain it by great labour. It involves, in the first place, the
historical sense, which we may call nearly indispensable to any one who
would continue to be a poet beyond his twenty-fifth year; and the
historical sense involves a perception, not only of the pastness of the past,
but of its presence; the historical sense compels a man to write not merely
with his own generation in his bones, but with a feeling that the whole of
the literature of Europe from Homer and within it the whole of the
literature of his own country has a simultaneous existence and composes
a simultaneous order. This historical sense, which is a sense of the
timeless as well as of the temporal and of the timeless and of the 85?.%&
together, is what makes a writer traditional. And it is wﬁ.ﬁwa. same :B.o
what makes a writer most acutely conscious of his place in time, of his
‘own contemporaneity. . .
_ No poet, no artist of any art, has his complete meaning alone. His

- significance, his appreciation is the appreciation of his relation to the

dead poets and artists.  You cannot value him alone; you must set r.m:f
for contrast and comparison, among the dead. I mean 9.5 as a principle
. of aesthetic, not merely historical, criticism. The necessity that he shall
conform, that he shall cohere, is not one-sided; what happens when a new
\work of art is created is something that happens simultaneously to all the
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434 fgtil 13 T. 8 ELIOT

The other aspect of this Impersonal theory of poetry is the relation of the
poem to its author. And I hinted, by an analogy, that the mind of the
mature poet differs from that of the immature one not precisely in any
valuation of “‘personality,” not being necessarily more interesting, or
having “more to say,” but rather by being a more finely perfected
medium in which special, or very varied, feelings are at liberty to enter
into new combinations.

The analogy was that of the catalyst. When the two gases previously
mentioned are mixed in the presence of a filament of platinum, they form
sulphurous acid,, This combination takes place only if the platinum is
present; nevertheless the newly formed acid contains no trace of platinum,
and the platitum itself is apparently unaffected; has remained inert,
neutral, and unchanged. The mind of the poet is the shred of platinum.
It may partly or exclusively operate upon the experience of the man
himself; but, the more perfect the artist, the more completely separate in
him will be the man who suffers and the mind which creates; the more
perfectly will the mind digest and transmute the passions which are its
material.

The experience, you will notice, the elements which enter the presence
of the transforming catalyst, are of two kinds: emotions and feelings.
The effect of a _Sl."om,w of art upon the person who enjoys it is an experience
different in kind from any experience not of art. It may be formed out
of one emotion, or may:be a combination of several; and various feelings,
inhering for the writer in particular words or phrases or images, may be
added to compose the final result. Or great poetry may be made with-
out the direct use of any emotion whatever: composed out of feelings
solely. Canto XV of the Inferno (Brunetto Latini) is a working up of the
eniotion evident in the situation; but the effect, though single as that of
any work of art,;is obtained by considerable complexity of detail. The
last quatrain. gives an image, a feeling attaching to an image, which
“came,” which m_mm":oa_ develop simply out of what precedes, but which
was probably in suspension in the poet’s mind until the proper combina-
tion arrived for it to add itself to. The poet’s mind is in fact a receptacle
for seizing and storing' up numberless feelings, phrases, images, which
remain there until all the particles which can unite to form a new com-
pound are preserit together. G

If you compare w,.o<0wm_ representative passages of the greatest poetry
you see how great is the variety of types of combination, and also how
completely any semi-ethical criterion of “‘sublimity”’ misses the mark.
For it is not the “greatness,” the intensity, of the emotions, the com-
ponents, but the intensity of the artistic process, the pressure, so to speak,
urider which 'thei fuion; takes place, that counts. The episode of Paoclo
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and Francesca employs a definite emotion, but the intensity of the poetry
is something quite different from whatever intensity in the supposed
experience it may give the impression of. It is no more intense, further-
more, than Canto XXVI, the voyage of Ulysses, which has not the direct
dependence upon an emotion. Great variety is possible in the process of
transmutation of emotion: the murder of Agamemnon, or the agony of
Othelio, gives an artistic effect apparently closer to a possible olmmw.mn
than the scenes from Dante. In the Agamemnon, the artistic emotion
approximates to the emotion of an actual spectator; in Otkello to the
emotion of the protagonist himself. But the difference between art and
the event is always absolute; the combination which is the murder of
Agamemnon is probably as complex as that which is the voyage of
Ulysses. In either case there has been a fusion of elements. The ode of
Keats contains a number of feelings which have nothing particular to do
with the nightingale, but which the nightingale, partly, perhaps, because
of its attractive name, and partly because of its reputation, served to
bring together.
The point of view which I am struggling to attack is perhaps related to
the metaphysical theory of the substantial unity of the soul: for my
meaning is, that the poet has, not a “personality” to express, but a
particular medium, which is only a medium and not a personality, in
which impressions and experiences combine in peculiar and unexpected
ways. Impressions and experiences which are important for the man
may take no place in the poetry, and those which become important in
the poetry may play quite a negligible part in the man, the personality.
I will quote a passage which is unfamiliar enough to be regarded with
fresh attention in the light—or darkness—of these observations:
And now methinks I could en chide myself
For doating on her beauly, though her death
Shall be revenged after no common action.
Does the silkworm expend her yellow labours
For thee? For thee does she undo herself?
Are lordships sold to maintain ladyships
For the poor benefit of a bewildering minuie?
Why does yon fellow falsify highways,
And put his life between the judge’s lips,
To refine such a thing—keeps horse and men
To beat their valours for her? .

‘In this passage (as is evident if it is taken in its context) there is a combina-
n of positive and negative emotions: an intensely strong attraction
‘toward beauty and an equally intense fascination by the ugliness which
contrasted with it and which destroys it. This balance of contrasted



"Sutan Apeape st TeyMm jo Inq ‘pesp st jeym
"STIOIoSUED §1 3y ssaqun ‘ysed 31 Jo jultuow jussazd a3 Ing “yuasaad
3y Ajesw jou ST IBUM UT S3AI] Y $S3[Un 2uo

Jo 1ou

, ﬁuﬂcuﬂumﬁsiocxﬁ
ARSI 30U ST3Y puy - 3u0p 3G 01 JI0M 31} O] A[joym raswry Surspuatms
nogiim Ajrpeuosiadurr st Yoral jouued 350d y3 puy ‘Teuossadurn
St1re jo uonowa sy, 330d 2y jo Aro3siy aY3 ur 30u pue wsod ayy ut oy
S1TSBU UOIYM uonowrs ‘uonowns junafiudis jo uorssaIdxs ue st ooy) usyMm
MOWY} Moy KisA ng POUS[[20X3 [e3tu3} 23enaidde ueds oym ardoad jo
13quInu I3ffelus B St 21911 pue ‘asioa Ut uonouws raours jo uotssardxs aq
aremaidde oym ojdoad Luew are BT "peq pue poos ‘Aisod [enjoe jo
uoneuInss oysnf 2 0y 90npuoo prnom 31 10} twite djqepne] e st Ansod ayy o3
190d 213 w0y jsa193un AP 01, Aneod u parsasjur uostad sjqisuodsor

LEY INITY], TVAAIAION] THL ANV NOLLIGVY ],

e

aazseduwn pue
SUIATP Y30q Suly)owWOos ST PUIW DY) JO]  “u1ss sayrodp toy? 4 unizjoway ] Sost Smou 3p O ¢
s3 Aq parjdde aq ues se suolsn[duod (eondeid yons o} J{9si SUyuod pue
‘wsnsiwr 1o soisdydejowr jo Jar1u0yy 33 1e )jey oy sasodoxd Kesss sy,

“ANLD3 MW%.U.FU Q.UX L \AOQW.PQQW@ Smpr Saoa Wm o
T [ R 1 / w T~ N
I1I

"sSutyy 2soy3 woiy odedss 03 JUBM 03 SUBIUI L JRUAM MOUY
suonowa pue Ajijeuosiad aaey oym 350y3 A[uo 9sInod Jo ‘ng  -Apeuosiad
wrody adesss ue ynq ‘Ayrjeuosiad jo uorssaidxo 243 30U SI 31 {UOnOUId Wolj
2dedss ue Inq ‘uonowrs jo 2s00] Suuan e jou st Ansoq ‘Teuosiad, wiy
SYEW 03 Pudj 10013 YIOg  ‘SNOIDSUOOUN 3G 01 JYSNO 3Y JI9YMm SNOIDSUOD
Pue ‘Snosuod aq 03 3ySno ay sseym snomsuooun AJrensa st 190d peq
oY} 90%J U]  "33BISCIPP PUE SNOIOSUOD 3q ISNWI oYM ‘Ansod jo Sunrim
SY3 ur ‘Tesp 1e218 e st 21ayJ,  A103s s[oym oy aunb jou ST STY} 9SINOD
JO udA2 oy wodn Surpusnie sawssed ® st 31 jeyy ur Auo | ymbuen,,
ST yorym asoydsounje ue ur ayun A[reuy Aoy pue (PR103][0221,, 10U
are soousuadxo 259y, uoneIAqIPP JO IO A[snotosuoo uaddey jou soop
UOTYM UONBIIUIDUOD € ST 3T { [ J' $90ua11adxd 3¢ 03 Wads 30U pjnom uosrad
2aRoe pue [ednoed oyy 03 Yorym sedustiadxe Jo sequnu 18218 L1934 ® JO
‘uonENUU0D Y3 woly Funmsar Sury) Mmou B puUE ‘UOI}BIIUOUOD B ST 1]
Ayymbuern ‘Surueow JO UONIOISIP INOYIIM ‘10U ‘UONID2[[0231 I0U ‘UOTIOUID
ToyiPu St a1 104 Ce[nuiiof joexdul ue st Ayjmbuen; ur psjoaioosl
UOHOUID,, Jey) 249139 3snwr am ‘Apuanbasuoy)  -wry o3 rerjrurey 2soy)
SE [[9M SB UIN} SIY SAIIS [[IM POOUSLIAdXD 19A3U SBY Y UOIYM SUOTIOUID
PUY  “[[® 3e suonows [enidoe ul jou a1e yarymsSure9y ssaadxs oy ‘Ansod
ojul dn wayl m:mvﬁog ur ‘pue sauo \Cmc:uuo ay3 asn 0] Ing ‘suonjowa
MU puy 01 jou st 120d oyy jo sseuwsng Iyy, -osieasad ) SIBA0SIP
1t 2oed Suoim ayy ur L3ppaou 40} yoIeds siyl ur pue {ssaxdxs 03 suonows
UBLINY M3U 10§ 3335 03 st Apood ur £31013u2003 Jo 9ovy ur “4o11s SUQ) 3N
Ut suonows rensnun o xa[dwoo A1aa aaey oym a(doad jo suonours apy
Jo Lyrxardwon ay3 y3m 10u nq ‘Suryy xapdwoo £194 € 2q 1M Anaod sty ut
uopour ayy, ‘yeg o ‘opnud 10 Didwrs aq Aew suonousd remonaed sty
‘Bunsaisur 10 siqeyaewar Aem Aue ur st 390d Y3 TRy O] SIY UL SJUSAD
zemonaed £q payoaoxd suonours Y1 ‘suonouwia [euostad sy ul jou St 3|

"UOTIOWNS 34 M3U B SN 9A1S 03 31 §im
PIUIQUIOD 2ary Juaplas A[jenysadns suesw ou 4q uonows sy 03 Anuiyge
ue Suiaey ‘sSuiesy Suneop jo J2quINU e JBY3 308} 2Y] O} INP SI QUM
JUBUIIOP 3Y3 0359 a[oym Yy jng  ewresp a3 Aq papraoxd ‘uonowa
[2IN3onns 9y ‘yeads 03 08 STSIYY, 31 03 syenbapeur st JUO[E UCHBN)IS Ry}
g Juauniad st yoeads o1 yorym oy uonenys JTJBUIRIP 31 UL ST UOTIOWD

LOYIHd 'S "1, 1197



a : i i: !
‘nl = ...' -

-

=1
| =5
- |
|
|
| .
;
1
d .
d
o _ b N
N
v
" | o4l q ) v
L £
e ’ .
il i
.
v
.
L
' 5 p
4 e~ [
! v
. = r
ol *
A
»
1 -
1 & 1




