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The present essay undertakes the tracing of an idea underlying all of Eliot’s
works: theappeal toancxternal order, toaprinciple of higher authority outside the poet’s
mind. The idca of order is related 1o and somchow overlaps with the notion of tradition,
as both arc essential to speak of classicism. My aim is to explain Eliot’s classicism by
mcans of this scarch for order rather than through his more often discussed attitude
towards tradition. Going into Eliot’s idea of tradition would mean carrying out a survey
of the different schools and authors he vindicaics in his criticism and was influcnced by
in his poctry, and this is clcarly beyond the scope of the present paper.

This wish for an external order only seldom comes to the surface, and is
occasionally made explicit in an cssay paragraph or in a few lincs from a pocm. Itis an
ideal statc which can be apprchended by means of the acsthetic expericnce, and towards
which the practising artist should always strive. The notion of order reflects Eliot’s
desire for totality and unity and is granted, in the passages where it occurs most
conspicuously, a timeless existence., It is the starting-point of his political and social
ideas, and partly accounts for the religious vein thatled to his conversion in 1927. This
principle of order arranges the literary works of the past, through which the writcr
nourishes his art, into a system. The poct perceives the past as a system, timeless and
idcal, by detaching himsclf from his emotions and fcelings through the aesthetic act,
creating an order external to himsclf o which he pays allegiance; in this condition he
retricves the works of dead authors and readjusts them within his present circumstance.
Without this sense of order we could not speak of tradition, which in tum implies a
processing of the past to fit into the single present moment, and perhaps to sct the basis
for all our present experience.

This is not an cssay on Eliot’s idea of tradition as such. The questioning of the
literary and cuhtural tradition, and the final adherence o 1t, is a recurrent motif in Eliot’s
work, and was to bccome crucial 1o him as well as to other authors 2 The issue of tradition
proper descrves an exhaustive approach which would take us beyond the scope of the
present paper. This essay docs not undertake to give an account of Eliot’s turning his
attention 1o the literature of the past, or to sketch the different authors and periods that
merit his predilection. Rather, it is an attempt to describe a particular sensibility through

1.- This article is part of the rescarch I'm carrying out for my doctoral thesis, funded by a
postgraduate grant from the “Departament d’Ensenyament” of the “Generalitat de Catalunya™.
2.- See: Josipovici, Gabricl, The World and the Book. Stanford, Calif.: Stanford U.P., 1971, p.
xiv: “The rclation of the individual talent to tradition is at the root not just of Eliot’s art, but of
modcrnism n general.”
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which Eliot perceives the tradition. Morcover, this peculiar readiness to apprehend and
revere an extemnal order is what ultimately gives rise to the idea of tradition, and sets the
tradition as a pattern of works and authors of the past that the poet must know. Derived
from the notion of tradition is thatof classicism; this can roughly be defined as the pursuit
of order and external authority on the part of the individual artist, which makes him
resign his illusion of originality in order to acknowledge his debt to dead authors. The
masters of the past set up a pattern o imitate, a patiern that may alrcady be found in the
present Lo a greater or lesser extent but after which the artist must always strive, because
only by itsorigin in the past can the occurrence of this patiern in the present be explained.
This pattern stems from the common assumption that there is a bulk of human
cxpericnce, timeless and universal, distilled from the life and circumstance of men inall
ages, which can therefore be pereeived and conveyed by different authors writing in
different languages and at different periods of time. Thus the dead authors become
classics, and their recovery is an essential condition (o give full meaning (o both the
prescnt and the past. Classicism can also be set, because of its decry of originality and
its impersonal view of ar, in opposition to Romanticism.

Theidcaoforder is closely connected with the main tenets of the idea of tradition,
and both should be considered jointly if we are 10 reach some understanding of the
former. The relation between both is most apparent in the essay of 1919 “Tradition and
the Individual Talent,” which summarises with greatprecision and insight the ideas Eliot
was Lo develop, with slight alteration, over his carcer.® The first point that attracts our
attentionintheessay iswhat Eliot calisthe “historical sense,” cssential o an understanding
of the past and (o apprchend the tradition:

...the historical sensc involves a pereeption, not only of the pastness of the
past, but of its presence; the historical sense compels a man Lo write not
merely with his own gencration in his bones, but with a fecling that the
whole of the litcrature of Europe from Homer and within it the whole of
the literature of his own country has a simultaneous existence and
composes a simultancous order, This historical scnse, which is a sense of
the timeless as well asof thetemporal and of the timeless and the temporal
together, is what makes a writer traditional (SE, p. 14).

Let us highlight that this bulk of Europcan litcrature spanning the ages, this
“whole,” “has a simullancous cxistencc and composcs a sunultancous order.” By
implication, past and present arc simultancous, and this idcal order takes us from the
historical into the timeless. To round it off, the historical sensc, which makes a writcr
traditional, 1s a scnsc both of the timeless and of the temporal taken separately, but also,
at the same time, of the timeless and of the tcmporal together. At first sight, this kind of
unity of two concepts defined as opposites may seem a skilful wordplay. The meaning,

3.- *Tradition and the Individual Talent” was first published in book form in The Sacred Wood
(London: Methuen & Co., 1920, and later reprinied in Selected Essays , London: Faber and
Faber, 1951). All page references are o Selected Fssays, hereafier SE in text.
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however, is very clear. “The temporal” refers (o the literature of the past in its historical
conicxt, that s, the works of the dead authors who lived in a particular period of time;
whereas “the timcless” points to those features in the literature of the past which make
the works universal and meaningful in the present. The writer with a scnse of tradition
will be able to capture the universal in all great litcrature without ignoring the temporal
circumstance in which that litcrature was produced. He will adhere to the arcas of
common scnsibility sharcd by the present and the past, and as a result will perceive both
the timeless and the temporal as a unified whole and a single aesthctic experience.

Having asscrted the timeless order in the literature of the past, Eliot goes on 1o
cstablish the existence of an idcal community of men of letters, conceived of asa system
and viewed diachronically, which scts the basis for the present writer:

No poct, no artist of any art, has his complete meaning alone. His
signilicance, his appreciation is the appreciation of his relation to the
dead pocts and artists. Y ou cannot value him alone; you must sct him, for
contrast and comparison, among the dcad (SL, p.15).

To strengthen the diachronical quality of his notion of order, Eliot concludes that
he means this “as a principle of acsthetic, not mercly historical, criticism” (SE, p. 15).
At this point Eliot’s formalist vein comes up most conspicuously. So far we have seen
how the past impingcs on the present; {rom now on, the chords of the present will ring
allthrough the past. If there is a simultancous order which places past and present on the
same level, in mutual correspondence through the timeless acsthetic expericnce, then
any new creation in the present is fclt as something new among the works of the past,
and comes (o cnrich the present literary context as well as the bulk of artistic creations
in the past. What is more, thanks to the unity of the acsthetic expericnce, the notion of
time becomes meaningless and both past and present become indistinguishable items
in a timeless order. All works of art become a system where the alteration of any of the
parts, as well as their introduction into the system, is also an altcration of the whole:

...what happens when a work of art is created is something that happens
sinultaneously to all the works of art which preceded it. The existing
monuments form an ideal order among themselves, which is modified by
the introduction of the new (the really new) work of art among them. The
existing order 1s complete before the new work arrives; for order to
persist after the supervention of novelty, the whole existing order must
be, if cver so slightly, altered; and so the relations, proportions, values of
each work of art toward the whole are rcadjusted; and this is conformity
between the old and the new (SE, p. 15).

The notion of order is obscssive here, First, Eliot clearly states that it is an ideal
order. Sccondly, he implics thatitcannot be modificd by any works simply becausc they
arcncw, butonly by those new works that give a sensc of that order: these arc the “really
ncw’” works of art. Thirdly, it is complete, and when altered in any of the parts, the
alteration also takes placc in the whole. Both present and past arc thus constituted into
asystem: notonly is the present modificd cvery time the pastis updated, but the past itself
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undergocs a change as it is recast into the present. This Icads Eliot to conclude that “the
past should be altered by the present as much as the present is directed by the past” (SE,
p. 15).

Eliot offers us a dynamic vicw of tradition. The litcrary tradition is not a fixed
lump of work which will remain unchanged after being perceived by different authors
in the present time. Rather, it is amatter of personal perception and a process of constant
creation, with the preconception that the past is indistinguishable from the present into
whichithas been sct, and changes with each subsequentpresentmoment. Qurevaluation
of dead authors is diffcrent from their assessment by their contemporaries. Our reading
of Dantc or of Elizabcthan litcrature, onc gucsses, recasts the fourteenth and seventeenth
centurics into our present world and makes them contemporary with us,

The next development in Eliot’s essay on tradition consists in sclting up an
organicist conception of the litcrature of the past as a living cntity that persists in the
present, and to which the poct must surrender his own personality. The poct must be
aware of the “main current,” namely, “that art never improves, but that the material of
artisneverquite thesame” (SE, p. 16). Eliotrefersto that main current usingaterm which
is part of the tradition he atiempts o recover: the so-called “mind of Europe.” The poet
should be aware of the mind of Europe because it is also the mind of his own country,
and is morc¢ important than his own private mind. It is a mind in constant revolution,
which lacks the fixity of other idcas: “a mind which changes,” and “this change is a
development which abandons nothing en route” (SE, p. 16). In this order of things the
presentenjoys a privileged position asitcontains the past and can exert its readjustment,
whereas in itself the past can never become reflexive. The advantage of the present over
the past is the possibility to include the past and contemplate it through a temporal
distancc unavailable to the works of the past: “the difference between the present and
the past is that the conscious present is an awareness of the past ina way and to an extent
which the past’s awarcness of itsclf cannot show” (SE, p. 17). The dead authors persist
in the works of the living ones, who find their inspiration in thosc of the former. Eliot

“now concludes that the poct must develop or procurc the consciousness of the past, and
continuc to develop this consciousness throughout his carcer (SE, p. 17). This con-
sciousness, Eliot no doubt procured and developed to a large extent in his works, but as
has been said above, this is not an cssay on Eliot’s tradition and its scope docs not allow
discussion of this issue.

* ok k  k 3k

The essay of 1923 “The Function of Criticism” (SE, pp. 23-34) is onc of the most
sclf-conscious of Eliot’s writings. There Eliot applicd many of his idcas from the 1919
essay on tradition to the practice of criticism. For my purposc itisinteresting to note that
he quotes, at the opening of the cssay, the same long passage from “Tradition and the
Individual Talent” that we quoted above (SE, p. 15). With respect 10 the passage, Eliot
now claims to have formulated a view there to which he still adheres, the central idea
of theexcerptbeing that “thc existingmonuments form anidcal orderamong themselves,
which is modificd by the introduction of the new (the really new) work of art among
them” (SE, pp. 15 and 23). As wc have scen, the passage cxplains the alteration of the
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existing order by the ncw work, which operates a readjustment in the former, and
concludes with the need for a mutual correlation between the works of the present and
the past.

Eliot next discloscs the reason for quoting himsclf: his ideas about the artist and
the sensc of tradition that the artist should have, were gencrally a problem of order, and
the function of criticism, which hc now tries to establish, also seems to him to be a
problem or order, This is so, he goes on to say, because on that occasion he thought of
litcraturc (of the litcrature of the world, of Europe and of a single country) as a set of
“organic wholes,” or sysiems in relation to which individual works of art have their
significance (SE, p. 23). Lct us pay attention to the notion of “organic wholes” and
conjecture that behind Eliot’s craving for order and unity (“wholes™), there lies an
organicist view of the phenomenon of literature and artistic creation in gencral which
can be traced throughout his work, Whether alive or not, the principle of external
authority is there for the poct 1o give himself overto it: “There is accordingly something
outside the artistto which hc owes atlegiance, a devotion to whichhe mustsurrenderand
sacrifice himsclf in order to carn and to obtain his unique position” (SE, p. 24).

The principle of external authority can be perceived behind Eliot’s ideas about
the aims of criticism in the essay of 1923, The end of criticism, he declares, “appears to
be the clucidation of works of art and the correction of tastc” (SE, p. 24). Further, the
critic should disciptine his personal prejudices and cranks and agree with his fellows on
“the common pursuit of truc judgement” (SE, p. 25). (Taste and true judgement are
absolutes that may inake us frown, but which will certainly appeal to a classical mind.)
A third statement is madc at the end of the essay to round off Eliot’s search for order and
absolute valucs: for the different kinds of critical work he has been discussing, heclaims,
acommon cffortis possible “with the further possibility of arriving at something outside
ourselves, which may provisionally be called truth” (SE, p. 34). Clearly, the pursuit of
order and extcrnal authority is leading Eliot to a certain dogmatism that will become
moreexplicitin later years, We recognisc that “‘something outside ourselves,” but would
not cal! it “truth,” cven provisionally; and the use of the adverb “provisionally” sounds
like an excusc from somcbody who is frightened of the radicalism of his opinions.

The issue of “taste™ is intcresting for our purposc, and we might stop to consider
itbriefly. As derived from Eliot’s writings, aste is an ideal condition, a fixed, unfailing
pattern of literary appreciation 10 which the perception of the artist and critic is
subordinated. The building-up of taste is, of coursc, a matter of properly assessing and
assimilating the tradition, or body of preceding works which impinge on the present
owing to their universality and success in conveying human expericnce. The notion
occurs at several moments in Eliot’s criticism, and appears to be a [airly internalised
concept, sometimes Laken for granted. This is the case of the essay “What is a Classic?”
(1944), where Eliot holds that a period of classic prose is not characlerised by
conventions of writing or a common style, but by a “community of taste” (which
nevertheless remains vague if not undefined).* In a later essay, “The Fronticrs of Criti-
cism” (1956), Eliot drops a hint as to how to obtain taste: “It is in the relation of our

4.- On Poetry and Poets , London: Faber and Faber, 1957, p. 57. Hercafter OPAP with page
references in lext.
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enjoyment of a poem to our enjoyment of other poems that taste is shown” (OPAP, p.
115). The *“other pocms,” of course, stand for the body of past literature that constitute
the tradition. :

Indecd, the notion of the litcrary past and present forming a system or simulta-
necous order docs not alter decisively during Eliot’s carecr. The idea is not developed
further, but is never cffaced either, having been cxpounded with great accuracy and
definition in “Tradition and the Individual Talent.” It appears now and then in his
criticism and poctry, and with redoubled strength in Four Quartets (1940), where it is
both the starting-pointand the conclusion of the philosophical development of the poem.

Some examples from essays published in different periods of Eliot’s life will
speak for the continuity of the idea. In the chapter on Matthew Amold in The Use of
Poetry and the Use of Criticism (1933), for example, Eliot discusses the need, every
hundred years or so, to have a critic who will sct out to review the literature of the past
“and set the pocts and the poems in a ncw order.”* The task, Eliot goes on, is not one
of revolution but of rcadjustment, since what we have is the same scene, viewed from
a different perspective in ume (UPUC, p. 108). Also, whereas most critics will parrot
the established opinions of other critics, “among more independent minds a period of
destruction, of preposterous over-cstimation, and of successive fashions takes place,
until a new authority comes 1o introduce some order” (UPUC, p. 109).

Another interesting cxample can be found in “The Classics and the Man of
Letters™ (1942), collected in the volume To Criticize the Critic (1965). In thatessay Eliot
vindicates the necd for both teachers and students to learn some Latin and Greek, since
for many gencrations the classics provided the basis of the cducational system that has
produced so many English men of letters. This common basis of education, Eliot
believes, has gonc a long way to give English letters “that unity which gives us the right
1o say that we have not only produced a succession of great writers, but a literature, and
a litcrature which is a distinguished part of a recognisable cntity called European
litcrature.”® The emphasis is on the unity of the tradition of English letters; it appears
corrclated with the notion of “literaturc” conceived as a system, and opposed to a mere
succession of writers, “A literature” is more than a succession of writers when it can be
identificd as part of a “rccognisablc cntity,” the whole of European literature, of which
every national literature is a branch or satellite.

Notestowards the Definition of Culture (1948) contains an appendix called “The
Unity of Europcan Culture,” consisting of a series of three lectures addressed to a
German-speaking audicnce. This unity, Eliot declares, is provided by a common
religion, Christianity, which is shared by all cultures of Europe. But there is another
meaning (O this unity, as an ideal order achicved through the relation of the different
national cultures to each other. Behind the local and national layers of culture, there is
a third onc, of a universal kind, which unifics them: the idca of a common European

5.-The Use of Poetry and the Use of Criticism, London: Faber and Faber, 1933, p. 108. Hereafter
UPUC with page references in text.

6.- To Criticize the Critic , London: Faber and Faber, 1965, p. 150. Hercafter TCTC with page
references in text.

126



culturc. This is most apparcnt when Eliot argucs that “in the practice of every art I think
you find the samc clements: the local tradition, the common European tradition, and the
influcnce of the art of onc European country upon another.”” Again, this order is an
outgoing process which fcaves nothing along the way. After almost thirty ycars, we find
some of the idcas from “Tradition and the Individual Talent,” virtually unaltered:

And in poctry there is no such thing as complete originality, owing
nothing to the past. Whenever a Virgil, a Dante, a Shakespeare, a Goethe
is born, the whole future of European poetry is altcred. When a great poet
has lived, ccriain things have been done once for all, and cannot be
achicved again; but, on the other hand, every great poet adds somcthing
o the complex material out of which future poctry will be written
(NTDC, p. 114).

In “Poetry and Drama” (1951) Eliot mentions an “idcal” towards which poetic
drama should strive, and specifies that it is an “unattainable” ideal, which nevertheless
provides him with an incentive for cxperiment and exploration beyond any attainable
goal. This is so because “it is a function of all art 1o give us some perception of an order
in life, by imposing an order upon it” (OPAP, p. 86). Further, beyond our life directed
towards action “thereisa fringc of indefinitc extent,” which we can only detect but never
completely focus, and which we perceive “in a kind of temporary detachment from
action” (OPAP, p. 86). Discngagement from action is synonymous with aesthetic
experience, through which the ideal order of art can be apprchended. The idea of an
cxternal authority in Eliol’s later years is that of a mature man who has Icft behind the
radicalism of youth and is at pcacc with himsclf, and it contains rcligious overtones:

For it is ultimately the function of art, in imposing a credible order upon
ordinary reality, and thereby cliciting some pereeption of an order in
rcality, (o bring us to a condition of sercnity, stillness, and reconciliation;
and then lcave us, as Virgil left Dante, to proceed toward arcgion where
that guide can avail us no farther (OPAP, p. 87).

Towards thcendof hislife, inthc essay “The Frontiers of Criticism” (1956), Eliot
drops a hint that also recalls the cssay on tradition of 1919. He suggests that in all great
poctry there is somcthing that remains unaccountable and is of supreme importance.
Bccause “when the poem has been made, something new has happenced, something that
cannot be wholly explaincd by anything that wentbelore™; Eliotbelicves that this is what
we mcan by “crcation” (OPAP, p. 112). Here the reference, we believe, is to the poet’s
sense of tradition and the perception of its “unaccountable” wealth of human experience
which the poet can never capture in full, and which allows him to readjust the bulk of
experience contained in the past into a new stale in the present. The idea, thirty-seven
years after “Tradition and the Individual Talent,” remains much the same.

7.- Notes towards the Definition of Culture , London: Faber and Faber, 1948, p. 114. Hereafter
NTDC with page references in text,
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If the idca of order docs not change dramatically in Eliot’s criticism, in his poetry
it follows a continuous devclopment which we can but sketch here. We move from a
failure Lo connect with the past in the carly years, where the whole cultural tradition of
the West is questioned and ultimately rejected because of its fragmentation, to the
stillness and screnity of Four Quartets (1940), in which there takes place areconciliation
of the poct with the past through a commitment to history. In The Waste Land (1922)
the principle of external authority is rcalised as a pursuit of unattainable order amid the
fragmented remains of a decayed culture. The third question answered by the Thunder
in Part V is introduced by the Sanskrit word for “control™:

Damyata: The boat responded

Gaily, to the hand expert with sail and oar

The sca was calm, your heart would have responded
Gaily, when invited, beating obedient

To controlling hands (V, vv. 418-22) 8

The reference is, of course, autobiographical, calling to mind Eliot’s practice of
rowing in his years at Harvard. But the real significance of the passage is at a structural
level, in relation o the rest of the poem. In “your heart would have responded / Gaily....”
we recognisc the clement of scif-surrender to an external authority through self-control
and discipline: “...beating obedient / To controlling hands.” This notion of sclf-control
and order is what we need in order to recompose the fragments of a civilisation that lies
cxhausted and bare. This will is madc explicit in the question: “Shall I at lcast set my
landsinorder?” (V, v.425), butits mcaning is blurrcd by three different levels of literary
allusion.” Morcover, the chaos persists in the medley of quotations that follows, from
several European languages, cnding up in a resigned acceptance of the dishevelled state
of culture (“These fragments I have shored against my ruins,” V, v. 430), and an
invitation to spirituality through the closing words of an Upanishad.

The thirst for spirituality continues in the poems Eliot published in the twenties,
from the hopeless desolation of The Hollow Men (1925) to the religious conviction of
Ash Wednesday (1930). It is well-known that Eliot formally cmbraced the Anglo-
Catholic Church in 1927. Froin my point of vicw it is significant that this spiritual
Joumcy runs parallel to a final achicvement of the idea of order, which allows the poct
to conncct the present expericnee with both the personal and the literary past. In this
respect, oncof the Ariel Poems, *Marina” (1930} is a lurning-point towards the recovery
of the past through the notion of order. In this pocm Eliot awakes to his childhood and
youth in Ncw England, for which Pericles’ recognition of his lost daughter Marina in
Shakespcare’s play becomes symbolic: “What images return /O my daughter” (CP, p.
115). The past is recalled through one’s affective memory, involving an acsthetic

8.- Collected Poems 1909-1962 , London: Faber and Faber, 1963, p. 79. Hercalter CP with page
relerences in texL.

9.- For the references to the Bible, Dante and Sophocles, sce Southam, B.C.: A Student’ s Guide
1o the Selected Poems of T'S. Lliot. London: Faber and Faber, 1968.
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surrender of the artist’s sclf 1o a timeless reality located in the personal past. The images
that rcturn cxhibit a timeless pattern for whose sake the poct resigns his facultics. We
find all this at the end of the poem, in some of Eliot’s most beautiful lines:

This form, this facc, this lifc

Living to live in a world of time beyond me; let me
Resign my life for this life, my speech for that unspoken,
The awakened, lips parted, the hope, the new ships
(CP,p. 116).

And so 10 Four Quartets, thc summit of Eliot’s poetic art. Herc the principle of
external authority isof an extremely abstract nature, sct in opposition to all thatis earthly
and concrele. Its perception involves a mystical expericnce far out of the rcach of
ordinary men;

Men’s curiosity scarches past and future

And clings (o that dimension. But to apprchend
The point of intersection of the timeless

With time, 1s an occupation of the saint...
(“The Dry Salvages,” V - CP, p. 212).

The patern s located beyond conventional time and space, itself a purcly
spiritual csscnce which cannot be defined as the negative of a concrete substance, thus
lingering in the incffable: “...at the still point of the turning world...” (“Burnt Norton,”
IT1-CP,p. 191), “...between the being and the unbeing...” (“Burnt Norton,” V - CP, p.
195), “...the moment in and out of time...” (“The Dry Salvages,” V - CP, p. 213). The
wholc development of Four Quartets is a theme and variations of that form “living to
live in a world of time outside me” which the poct had intimated thirty years earlicr in
“Marina”. It gocs through a recognition of the ncw, timeless dimension outside time,
whereby time acquires a ncw meaning:

The tolling bell

Mcasurcs time not our timg, rung by thc unhurricd
Ground swcll, a ime

Oldcr than the time of chronomelers...

(“The Dry Salvages,” I - CP, p. 200).

The “intersection of the timceless with time” 1s a new dimension where the past
(“‘ume”™) is recovered and urned into a umceless order: that of the acsthetic or religtous
cxpericnce. The newly discovered time operates a reconciliation between the past and
the present and prepares the {uture, as in the well-known opening (“Time present and
time past / Arc both perhaps present in time future / And time future conlained in time
past,” “Bumt Norton,” I - CP, p. 189), or in

Yect the enchainment of past and future
Woven in the weakness of the changing body,
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Protects mankind from hcaven and damnation
Which ficsh cannot endurc
(“Bumnt Norton,” I - CP, p. 192),

which Icads to the conclusion: “Only through time is conquercd” (“Bumnt Norton,” I -
CP, p. 192). In this context, timelessness grants us a kind of immortality, if only
metaphorical: “...the communication / Of the dead is tongued with fire beyond the
language of the living” (“Little Gidding,” I - CP, p. 215). The regaining of the personal
past approachces the poct o history: “History may be servitude, / History may be
freedom™ (“LittlcGidding,” I11- CP,p.219). Animportantdcvelopmentin Four Quartets
is that the notions of the past and tradition arc not mercly literary, as in Eliot’s early
works, but reveal the shift of Elio’s interest towards socicty and extra-litcrary values.
Now the poct commits himself 1o history because in the history of hiscountry (England,
the land of his ancestors and of his adopted nationality) he finds the timeless and
universal:

A pcople without history

Is not redeemed from time, for history is a pattern
Of timeless moments. So, while the light fails

On a winter allernoon, in a secluded chapel
History 1s now and England

(“Lutle Gidding,” V - CP, p. 222).

Thisawakening to the pasthad been anticipated, in the {irstof the Four Quartets,
by a recognition of the formal pattern that undcrlies all works of art:

Words move, music moves

Only in time; but that which is only living
Can only die. Words, aftcr speech, reach

Into the silence. Only by the form, the pattern,
Can words or music rcach

The stillness, as a Chincsc jar still

Movcs perpetually in its stillness

(“Bumnt Norton,” V - CP, p. 194).

So far Eliot’s idca of order has been discussed, a necessary preconception of his
classicism, from a strictly formal point of view, disrcgarding Eliot’s historical circum-
stance or the context of literary Modcmism. The idea, nevertheless, does not come out
of the bluc, and reveals the influence on Eliot of a scrics of contemporary authors who
went into the building up of his complex literary personality. We leave for a future
occasion a discussion of the diffcrent contributions from those authors, and the placing
of the idca of extcmal order in its appropriatc historical and litcrary context.

NOTE: The final partof "The Classicism of T. S. Eliot” will be published in BELLS VI.
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