
THE WASTE LAND IN TT; MAKINC
By

ADEL SALAMA

Pro}essor of Eaglish Liteattre

Aia Shamns Umiaersitg

1 ب

When in 1959 the Pos Reaieu interviewer askad T.S. Eliot
concerning the whereabout of the Waete Land manuscnipts, Eliot
answeYed :

Don't aEk me. Thats one of the things I don't lnow. It's
an unsolved mystery. I sold it to John @uimn. I also gave
him a notebool of unpublished poems, because he had been
hind to me in various aifairs. That's the last I heard of
them. Then he died and they didn't turn up at the sale. ()

When Eliot made this stAtement, he was not aware thHat one yeaN
eariier in 1958 Mrs. Thomas F. Conroy, John @uinn's niece, had sold
the manuscripts to the Berg Collection of the New Yorkc Publie Library
for $ 18,000. She had discovered in the early fifties that they had been
kept i storage with other papeIs of 0uinn. The sale was kept private
even from both Eliot and Pound. It was only in 1968 thAt Eliot's
second wife, Valerie, leamned about it, and the fist public revelation
came in the fonm of an article in the Ties Lten'ary Suplement on
7 November 1968 by the bibliographer Donald Gallup. Then in 1971
MIs. Valerie Eliot published a, facsimile and transcript of the ori­
ginal drafts of the poem including the annotAtions of Ezra Pound.
The myste1y of the missing manuscript is now solved. We are now
able to assess Pound's contribution which hitherto had been only  ج
matter of conjecture. In addition the poem has now gained in lucidity,
sine the missing parts not realy organically related to the whole,
but still illuminating are now restored.

John @uinn, with whom the Waste LaMd manuscripts were con­
signed, was in many ways Eliot's benefactor. His role in helping
Eliot to bing the poem to the world was per'hAps no less than Pound's

(1) Kay Diek (ed.) Writerg at Work, Penguin, p. 118,
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who helped him in shaping it. Tt was @uin who negotiated on Lliot's
behalf the pubhication of his fist two volumes Prrfole an Othe8
OUserwatoms (1917) and Poems 1919. He also commissionedl him in
1971 to publish a bochure on Pound : «Ezra Pound, His MIetrie and
Poety», then pubhished anonymously, but now available in To Critieiae
the Gritic (1966). When @uimn lea1ned, through Pound, of Eliot's
financial and neIvous strains, he offered to guaratee a 1egular sub­
stantial income to relieve him of the burden of banking business, and
give him leisure for composition. Eliot, who had refused Pound's «Bel
Esprit» () plan as disguised charity wAs almost prepared to accept
@uinn's offer ($).

Joh @uinn's efforts in getting The Waste Lnd pubhished and
securing good ters for EHiot with Liveright the publisher ere gene-
1aly known, but the full details have only been revealed when Valerie
EHiot published extracts from the letteIs exchanged on that scor'e.
Eliot wished to make a pesent 0f the Waste Lan manuscRipts as a
token of his gatitude, but @uin offered to purchase them. It was
finally ageed that the Waste Lamd. mantscnipts would be given as a
gift, and that @uinn instead should buy the manuscripts of PIwfrock :

I certainly cannot accept youl p'oposal to purchse the
manuscript at you ow pice, and if you will not accept it
in recognition of what you have done for me lately nd in
the past, it will not be any pleasure to me to sell it to you.
I therefore hope hat 3ou will accept it. But as I fee] that
peIhaps you hike some of my early poems best I should be
glad, Tor example, to send you the manusoipts of PrufYocks
(sic) instead, and I hope you will let me do this. (+)

@uimn, however, sent Ehiot a cheque for $ 140 for the manuseript,
despite the arrangement. He also negotiated, in addition to thle
pwblication of the poem in book foIm by Liveight, that it should
be published in a magasine, The Dinl. For this Eliot got another
$ 150 plus the Dial's annual award worth $ 2000.

The 1eader is refered to Donald Gailup's article (TLS7 Nov.
1968) for a thorough description of the @uinn W'aste Lad manuscTi­
pts, and also to Valerie liot's edition of this material. The newly
published parts deseve particular mention. 'These include sections
of the poemn omitted by Pound, and satellite poems not oliginally form-

(2) Eliot t Henryم Eliot 8 November 1822, TraNscrlnt, p. xv,
(3) Eliot to Quinn 4 Octoher 1923. Ibid. p. xxviii.
(4) Ibi., p. xxiii.
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ing co1porate parts of the Wuste La, though closely associatedl with
it. The longer omitted pAts of the poem ae :

a) The fiist 54 lies ot Part I, originally entitled «He do tle
Police in Different Voices».

b) The fist72ن iines of «'The Fire SeImno» in heroic coupleLs
parodying Pope's The Rape of The Lock.

c) The greater paRt ot «Death by Water» (83 lines) containing
a shipweck scene based on the Ulysses canto in the lnfe1%o.

The @uin manuscripts, in addition to the Wste Lunud, included
the following satelhite poems, most of which have not been kown1
before. (  )ة م

a) «'The Death of Saint Nareissus» (published in the sixties in
Poens Wtten in Eurl Koutl i the Faber Collected Edition, 1969).

b) «Song for the OpheIion» (uncollected but published pseudo­
nymously in The Tyro 1921).

c) «Fxequey» (unpublished).
d) The »ء Death of the Duchss» (Uupublished 73 lines). This

fragment, closely 1elated to «A Game of Chess», is based o the bed­
chambei scene in John Webstel' The Dcluess of Malfi.

e) «Elegy» (unpublished).
f) «Dige» (unpublished).
g) DIafts of thee untitled and unpublished poems. The first

nd the hast of them supplied lines for «What 'The Thunder Said», andة 
the second is influenced by The Bhagaad-Gita. (6)

All these poems were annotated by Ezra Pound, somne of then
heavily s0. With the exception of the first two, tنhey made their fiIet
appearance in print in Valerie Eliot's edition (1971).

(5) Hugh Kenner (The lnvisible Poet, Metluen, 1969). , .م127 refers to a tiad oF Dream
Songs, offshoots ٥f The Waste Land, discarded by Pound aMd reworked by Eliot into
The Hollow Men.

(6) Transcript, p. 130.
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It would appct from the leaYned notes appendedl to T'h Waste
Lend, and from the huge buik of critical material written about it, that
this is ٤ poem which grewy «in pure mind». But no poem, howeveI"
leaned, could be divonced from experience. Perhaps Eliot's cimpeI­
sonal theoIy» has been emphasized a hittle too much. Itis a significat
fact that in the very essay on «Hamlet and His Problems» i which
he advanced the principke of «objective correlative», Eliot speAks 0f
1oks of art where this piinciple fails to satisfy. Shakespea1e's
Holet is one sucl1 work. It is not autonomous ; it Ielies too heavily
on forces and passions that lie outside the limitation of caracters and
the scope of events. To undeistand those forces and passions one
has to 1eckon with the authoL''s own experience which gave rise to
them. Eliot proceeds :

We must simply admit that here Shakespeae tackled a pIo­
hlem which proved too much for him, Why he attempted it
aL al is an insoluble puzzle ; under comnpulsion of what ex­
perience he attempteD to express the inexp1'essibly hoIrible,
we canot ever low, We need a great m nyه facts in his
biography; and we should like to kIow whethe1, and when,
and after o at the same time as what personal experience
he read Montaigne, II.xii, Apologie de Raimond Seboul.
We should have, finally, to How something which is by hy­
pothesis unlcnowable, foY we assume to be an expeIience which,
in th manner indicated, exceededl the fucts. (7)

By the same token, it may well be asked in conection with The
Waste Land, under whAt personal conditions did Eliot read Jessie
Weston's Fon Ritwal to Roucce or Fraser's Gollen Bough, books
thAt have partly become famous on accoun of Eliot's 1eference to
them in the notes to the poem. Though w definitive biography
٥f Eliot i likely to come out in the very neaY future, yet facts are
gradually turning up from various souI'ces which may claify the
situation. The appearance ot Bertand Russell's Aatobiograph in 1969
shed some light on the genesis of the poem, since Russell knewy Eliot
as a Harvard student and was very close to him during his eaNly maI-
1iage days. Also the pubhication in 1971 of Robert Sencourt's Neoir
is instrumental since Sencourt kew the ELiots as inmates of the samne
sanatoRium in 1927, and became a life-long fIiend of EIiot ever since.
He was therefore in a position to know some of the intimAte details

(7) EHiot. Tbe Sacred Wood, pp. 102--103.
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relative to the composition of the poemn. More inportant than eitheE"
is the publieation of some of EIiot's ow letters in Valerie Eliots
introduction to her edition of the poem. Whon all these soUrces are
considered it will be found that they reinforce Eliot's description of
Te Waste Land (used as a motto by his wife) as «the relief of a per­
sonal and wholly isignificant grouse against life ; it is just a piece
of rhymical grumbling».

riting on Pascal's Pensees in 1931, Eliot was clear'ly refeIringلأج 
to his own experience when composing The WVaste Lamd. (8) Expla­
ining how Pascal pIoduced hs gTeat work Lett'es Iciites 4n Prooin­
eil while he was in extremely poor health, Ehiot says :

but it is a commonplace that some fonms of illness are ex­
temely favourable, not only to 1eligious illumination, but to
artistic and Literary composition. A piece of witing medita­
ted, apparently without progess, for months or years, may
suddenly take shape and word; and in this state long pas­
sages may be produced which require little or no retouch. ()

A much more explicit statement by ELiot on the psychological
conditions conducive to poetical composition comes in The Use of Poct
amd The Use of Critieism :

I know, for instAnce, that some fonms of ill-health, debility
or anaemia, may (if other circumstances are favouRable) pYo­
duce an efTlUx of poetry in a Way approaching the condition
of automatic writing though in contrast to the clamis
sometimes made for the latter, the material has obviously
been incubating within the poet, and cannot be suspeeted of
being a present from a friendly or impertinent demon. What
one Trites in this way may succeed in standing the examin:
tion of a more nommal state of mid ; it gives me the impres­
sion, as I have just said, of having undergone a long incuba­
tion, though we do not kow until the shell breals what lind
of egg we have been sitting on. To me it seems that at these
moments, which are characteIised by the sudden Lifting of
the burden of anxiety and fear which presses upon our daily
life so steadily thAt we are unawaIe of it, what happens is
something Megatie : that is to say, not «inspiration» as we
commonly think of it, but the breaking dow of strong habi-

(8) See BraDbrook, P. 8, where she refers u aم broadcst by Walerie Eliot on 7 November
1971.

(9) Selected Essays, p. 405.
(6)
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tua] barriers which tend to reform very quickly. Somne
obstructiop is momentarily whisked away. The accompany­
ing feeling is less lilre what we know as positive pleasure,
than a sudden relief from an intolerable buden. (10)

THis tallies well with Conrad Aiken's account of how The Paste
Lan came to be witten, Eliot had complained to him in the winter of
1921-1922 of a state of psychological suspension he was suffering from
which prevented him from putting pen to paper, though his mind had
been pregnant with ideas. The «log-iam ء was broken when Aiken
passed this information t aم psychotherapist who ascribed it to Eliot's
perfectionism. () As late as 1959 'T.S. Eliot still entertained the
same views concerning the psychological origins of a work of art.
TMe Pas Reaie interviewer questioned Eliot concerning his object
ion in «Thoughts After Lambeth» (1931) to the description of The
Iaste Lamd as expressing «the disillusionment of a generation».

Eiiot 1eplied :
I think that in «Thoughts After Lambeth», I was speaking
of intention more in a negative than in a, positive sense, to
say rhat was not my intention. I wonder what an «intention»
means. 0ne rants to get something off one's chest. One
does'nt know quite what it is that one wants to get off the
chest until one's go it 0ff. But I could'nt apply the rord
«intention» positively to any of my poems. 01- to any
poom. (1%)

In view of the above statements by Eliot himself, it is inevitable,
in an examination of the genesis of The WVaste Lumd, to probe into psy­
chological and biographical factors that interfered in the making of
the poem. This becomes especially imperative considering that this
is poem chiefly concerned with the private fortunes or misfortunes
of the individual : the problems of sex, the sanctity of the. family
institution, and the religious needs of man. It is true that politics
are here involved kingship, war, and «the present decay of east-
easern Europe» but these are 8een as the wider ripples of a crisis
basically psychological. The devastation of the land is the price the
king has to pay for his private sins.

(10) TBe Use ٥f Poetry and The Use of Critieism, pp. 144145.
(11) Conrad Aiken, «An Anatory of Melancholy, CAsebooi, p. 9l.
{12) Wiiters at Wonk, p. 119.
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The Waste Land was composed at a time when Eliot was living
under great tensions. He had professional wories, economic strains,
and devastating matrimonial troubles. His unpremediated, clandestine
marriage t Vivianم Haigh-Wood interrupted his academic career as a
would - be philosopheI, much to the chagrin of his mother. She wrote
to His former Harvard professor, Bertrand Russell to dissuade him from
changing his course. His family in America were appalled by his
marTiage and by his decision to settle in Britain. In conseuence his
descendents were to be disinherited. Eliot made an effort to justify
his decision and win his father's approval by publishing a collection of
critical essays, The Sacred Wood, but this came only after the death
of his father- in 1919. 'This death added to his worTies for he became
conceIned about a loely, ageing, ailing mother.: Together with the
withdrawal of his allowance, marriage proved to be an economic
burden. He had to take a teaching post and later found work with
Lloyd's Bank. THis proved to be a demAnding job that took a heavy
toll of his health and his leisure. 'The sicless of Eliot's wife and
her remnoval to a country house brought the family to a point of near
destitution. On occasion they had to rely on the financial support of
frieuds like Bertand Russell. No doubt Mrs. ELiots unpredictable
and 1ather cynical though seductive character had been chiefly 1es­
ponsible for much of the poets unceRtainties and melancholy feelings.
Russell, who knew the Eliot's intimately during this period, tlus des­
cribes them :

I dined with my Harvard pupil Eliot, and his bride. I ex­
pected her to be terrible, from his mysteriousness ; but she
was not so bad. She is light, a little wulgar, adventurous,
full of life an artist I thinkr he said, but I should have
thought her an actress. He is exquisite and listless ; she
says she married him to stimulate him, but finds she can't
do it. Obviously he married in order to be stimulated. I
think she will soon be tired 'of him She refuses to go to
America to see his people, for fear of submarine8. He is
ashamed of his marTiage, and very grateful if one is lind to
her. (13)

Later, Russell described her as a person who lives on a knife-edge,
and will end as a crimiual or a aint.(14) Apparently she had cast

(13) RussEl, Avtobiography, IL, p. 54
.b1&, p. (14) ة56
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her spell on Russell himself who had accompanied her to Torquy in
1916 while Eliot remained behind in London. hn an obvious reference
tc her affair with Russell, Robert Sencourt thus describes her
character :

Bssential to her vivacious nature was her mingling of sparkle
and sensitiveness with the sardonie and playful. This was
the secret of her undeniable seductiveness, a quality which
was felt by at least two of the most briliant minds of the
time (Tom EHiot and Bertand Russell). It is normal for a
woman to enjoy her power to play upon the strings and
nerves of manhood till they hasten the throbbing pulse witb
sensations of peculiar pleasure. Of this normal femininity
in Vivienne all who kew her at all well were deeply aware. It
wa not surprising if impressionable men who saw much of
her came under the spel] of her fragile, mercurial vivacity.
Her bridegrooun was probably the first of these, he may rot
have been the last. (15)

Sunall womder then that when the marriage vas cracking
up years later, and when MIrs. Eliot was suffering spells of insanity,
that Eliot should write thus ta Russel] :

I mill tell you now that everything has tumed out as you
predicted 10 yeArs ag0. You ae a, g'eat psychologist. (16)

The part that Betrand Russell played i Eliots early life has not
been fully revealed, but there is no doubt that it was tremendous. He
is the <Mr Apollinax» of Eliot's Harvard poem whose «dry and passio­
nate tALk devoured the aftemnoon». His pacifism, and his disgust with
the belligerent spiriنt of Europe were feelings that he communicated
t Eliotم and they found their way t Theم Waste Lamd. In his Aato­
biography Russell describes London and Waterloo station in words
highly reminiscent of Eliot's «unreAl city» and of the crowd that
«flowed over London Bridge, s0 many» :

After' seeing troop trains departing from Waterloo, T used
to have strange visions of London a a place of unreality. I
sed in imagination to see the b1idges collapse and sink, and
the whole great city manish like a monning mist. Its 1n­
habitants began to seem hike hallueinations, and I would

(15) Sencourt, p. 53.
(16) Russell, AutobiographY, I, p. 173.
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wonde1- whether the world in which I thought I had lived
was a mere product of my own febrile nightmnare. (17)

Some of these hallucinatory feelings must have gone into Part IV
of The Waste Lan in which Eliot comments on «the present decay of
Iastern Europe». It wil explain such lines as

WhAt is the city over the mountains
C1acks and 1eforms and bursts in the violet air
Falling towers
Jerusalem Athens Alexandria
Vienna London
Unreal

It will also explain the hysterical visions of the subsenuent lines.
No wonder then that Russell, who liked the poem, had a particular
admiation for this hast part. Russell's involvement with the poem is
in fact greater than might at first appear. It is to him that Vivien
Eliot thought the poem should be sent for revision. 'The following
letter ftom Eliot to Russell is self-explanatoTy :

I am delighted to get your letter. It gives me very great plea­
sure to know that you hike The Waste La, and especially
Part V which i my opinion is not only the best part, but
the only part that justifies the whole, at all. It mezns a
geat deal to me that you hike it.
I must tell you that 18 months ag0, before it was published
anywhere, Vivien wanted me to send you the MS. to 1ead,
becAuse she was sure that you weIe one of the very few
persons who might possibly see anything in it. But we felt
that 2ou might pefer to have nothing to do with ws : It is
absurd to say that we wished to drop you. (18)

(17) Mbld., p. 18. in footnote Russell says :
.T. S. Eliot, wo put Rt into The Waste Landspolce of this tا٥ 

(18) Russell, Autobiograpby, II, p. 173.
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The great thing I am trying to learn is how to use my energy
without waste, to be calmn when there is nothing _to be gained
by worry, and to concentrate without efrort. I hope that I
shall place less strain upon Vivien who has had to do so
much thimleng for me ... I am very much bette, and not
miserable here at least there are people of many nation-
alities, which I always like I am certainly well enough
to be working on a Poem. (19)

THis is what Eliot wrote to his brother on 1 December 1921 from
the sanatorium in Switzerland as he wa composing the last pari df
The Waste Land, It supports what Russell had mentioned about the
otimulative role of Eliot's first wife, and contains a virtual admission
of her positive influence on the poet's itellectual efforts. An exam­
ination of The Waste Land manuscripts shows that at least she was
consulted concerning the parts that were written in Margate before
Eliot's separate sojourn in Switzerland. The «Game of Chess» is as
hearily marke by Bmra Pound as by MIrs. Eliot Her marginal notes
are indeed significant For while she was puzled by the opening
1ies ( understandably, since much of the meaning of these lines is
allusive, and requires a good deal of erudition ), yet against the follow­
ing highly strung speech of the nervous lady he writes WONDERHUL.

«My nerves are bad tonight. Yes, bad, Stay with me
«Speak to me. Why do you never speak. Speak.

?WHat are you thinking' of 2 What thinking ? WHatء 
cI never low what you are thinking. THink».

Ezra Pound noted «PhotogRaphy», meaning that this is an actal
reproduction of real life conversation. The possihility is that these
could have been part of a famiiar conversation in the Eliot household.
Eliot was known for his reticence and his incommunicative attitude
while with people. Twice Ehiot had to remove his wife to the county
and to shuttle from london to Marlow or to Chechester where she was
left to the care of nurses and doctors. Earlier on in 1915 Russell
spoke of Vivien Bliot as having «impulses of cruelty to him (Eliot)
from time to time. Itis a Dostoievsky type of cruelty, not a straight­
forward every-day kind». (0) Naturally such lies would then ring a

(19) Teanscrpt, p. xii.
(20) Russel, Autobiography, I, p. 55.
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bell in her mind as would the last iine in «A Came of Chess» quoting
Ophelia :

Good night, ladies, good. night, sweet ladies, good night,
good night.
Ophelia's madness was occasioned not merely by the muder

of her father at the hands of an inadvertent lover, but also by the dim
prospect of her sterile relation with Hamlet. This certainIy appealed

Vivien Ehiot who must have seen points of similarity between heIما 
own situation and temperament and those of Ophelia. Like Ophelia,
she was divided between a strong passion for life and a suicidal impulse
(from which she was saved by Russell in 1916). (1)

The theme of sterility hunted Mrs. EHiot's mind, as it was she
who substituted a key line in the poem bearing on this problem :

What you get married for if you don't want to have children.
This iine is inserted in the middle of a cockney conversation

directly copied from hife ; «pure Ellen Kellond» (2%) Lou ب who
was the charwoman of the Eliots in 1915.

It is no coincidence that up to and including The Waste Land
Iadies have appeared in Eliot's poetry as nervous, touchy, speechless
with teTror, lonely, supersitious, seductive and affecting knowledge
of the arts, Obviously they are all modelled on Vivien Liiot. In
Prufrocl The ء women come and go / Talking of Michelangelo». 'The
heroine of «Portrait 0f a Lady» is an amateur of music ; she is irritable
and frustrated at the futility of her life, while the young man is shy
and irresponsive. In «Gerontion» we see the scared Fraulin Von
Kulp «who turned in the hall, one hand on the door». The first part
of Th٥ Waste Land gives us «Marie» (%3) absolutely terrified as she
slides down the mountains, and also <the Lady of the Rocks, the lady
of situations». In «A Game of Chess», the lady amidst her bric brac
recalls Vivien Eliot who was herself something of an artist and whose
father was a painter and etcher. (%4) Fresca, the hiterary lady in the
discarded part of «The Fire Sermon», may indeed be a replica of Mrs.
Eliot, especialy as FIesca, the voluminous reader is unable to
communicate.

(21) See Eliot's letter to Russell on January 1916 : «l believe we ahall owe her Life to
you, cvenw. Ibld،, p. 58.

(22) Transeript, p. 127. Eliot himself gave this explanatlon.
(23) ELiot had actually net Marie Larisch, niece of the Austrian Empress Elizabeth.

The dcscription of the sledding is taken verbatim from his conversation with her.
She had written an Account of it in My Past (Londan 19l3). mbid., p. 126.

(24) Sencourt, p. 49.
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['ve much to say
But cannot say it that is just my Way

Vivien Eliot's identification with Fresca may be also evidenced
by the fact that she appopriated this discarded patt to herself in an
article she published in The Criteriom in 1924. ( ق)

In view of the ahove there is good reason to accept Adamson's
following statement :

It is becoming a critical truism to state that, without a lnow­
ledge of Eliot's tragic first marriage, a complete appreciation
of the poems is totally impossible whatever Flaubert,
Valery and Eliot may have said about the objective imper­
sonality ,of art. In particular, it is imposible to take in the
full, heart-rending meaning of The Waste Lamd and Ash
Wednesda٥ without this Howledge. Eliot himself was well
aware of this, He made no attempt to dey that Vivienne
was the quixotic, elemental spirit who had quickened the
poetic impulse within him, (26)

5

Eliot's 1eference in the notes on The Wuste Lamd. to the «plan» of
the poem misled critics and earlier reviewers into the belief that it
mas consciously and carefully prestructured. 'There is ample evidence
to the contrary, however. Eliot himself categorically denied that the
poem had a precoceived intention. (7) Nor did the poem spring
out of one impulse or one particula1 mood. A period of over tvo
years elapsed between his first. mention of the poem in a letten to
@uinn on NovembeR 1919 and his handing over the manuscript to
Pound for revision in January 1922. Certain parts of the poem were
known earlier on to friends of Eliot befote they went into it. Conrad
Aiken, who had hown Eliot since his Harvard days, testifies to this
He finds an analogy between The Waste Land and Bwton's Anatom
0f Melachol) on account of the erudite nature of both woIls, then
proceeds :

How could I mention that I had long been familiar with such
passages as A ء woman drew her long black hai' out tight»,

(25) «Letters of the Moment ID Criterior, l, n0. 7., 1927. See Transcript, p. 127.
٢26) Sencourt, p. 11.
(27) See the end of Part IL of this paper.
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which I had seen As poems, or part-poems, in themseves ? and
now sawv inserted into The Waste Land as into a mosaic. 'This
rould be to make use of private knowledge, a betrayal. Just
the same, it should perhaps have been done, and the conclus­
ion drawn : that they ere not organicaly a part of a total
meaning (28)

Aiken's statement can now be easily substantiated. The passage
now forming lines 377-384 of The Waste Lanu was originally part of
an untitled poem, then unpublished, now available in Valerie Tliot's
edition. It runs as follows :

A woman dIew her long black hair out tight
And fiddled whisper-music on those strings
The Shrill bats quivered through the violet air
WHining, and beating mings.
A man contorted by Eome mental blight
Yet of abnommal powers
Such a one cIept head downwand down a wall
And upside down in air were towvers
Tolling reminiscent bells
And chanting voices out of cisterns and of wells. (2 ( د

Bxamples of this kind can be multiplied. The Phlebas passago
forming Part IV aDeath by Water» is a direct translation of a passage
in ELiot's earlier French poem «Dans Le Restaurant> :

PhlEbas, le PhEnicien, pendant quinze ijours noyE,
Oubliait les cis des mouettes et la houle de Cornouaille,
Et les profits et les pertes, et la cargaison d'Etain
Un courant de sous-mer l'emporta trEs loin,
Le repassant aux Etapes de sa vie antErieure.
Figurez-vous donc, c'etait un sort penible ;
Cependant, ce fut jadis un bel homme, de haute taille ( ة0)

The opening of «What he Thunder Said» is an adaptation of an
unpublished poem which ran as follows :

After the turning 0f the inspired days
After the praying and the silence and the crying
And the inevitable ending of a thousand ways
And frosty igil krept in the withered gardens

(28) Casebool, p. 93.
(29) Transcript, p. 113.
(30) Faber CoIlecteu Editon, p. 51.
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After the life and death of lonely places
After the judges and the advocates and wArdens
And the torchlight red on swveaty face3
After the turning of inspited nights
After the shakng speaIs and flickering lights
After the living and the dying
After the ending of this inspiIation
And the torches and the faces and the shouting
The world seemed futile lire a Sunday outing.

The newly discovered poem «The Death of the Duchess» based on
Webster's The Dwchess of Malfi, provides several of the images and
some of the lines of The Maste Land, and is especially relevant to «A
Game of Chess».

e.g. A We should have marble flooIs
And firelight on your hair
There will be no footsteps up and down the stair

(Death of the Duchess, 11. 27-29)

Under the brush her hair
Spread out in Iittle fiery points of will
Glowed into words, then was suddenly still.

(Death of the Duchess, 1 35-37)

Cf. Footsteps shuffled on the stair.
Under the firelight, under the brush, her hai
Spread out in firey points
Glowed into words, then would be savagely stil.

(Raste Land, LL. 107-110)

B And if it rains, the closed carriage at four.
We shouid play a game of chess
The ivory men make company between us
We should play a game of chess
Pressing lidless eyes and waiting for a knock upon the dooI.

(Death of the Duchess, L1, 60-64)
Cf. And if it rains, a ciosed car at fouF.

And we shall play a game of chess,
Pressing lidless eyes and waiting for a knock upon the door.

(Taste Lamd. L1. 136-138)

«The Death of Saint Narcissus», published among Eliot's juve­
nilia in the collected Faber edition, contains an earlier vesion of the
crucial lines of the opening part, The ء Burial of the Dead». Saint
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Narcissus is an earlier sacrificial figure in Eliot's poetry, an emnbIy­
onie Phlebas :

Come under the shadow of this grey iock
Come in under the shadow of this grey Tock
And I will show you a shadow different from either
Your shadow sprawling over the sand at daybreak, or
Your shadow leaping behind the fire against the red rock :

will show you his bloody cloth and limnbs
And the grey shadow on his lips. (31)

Pernaps this section can be concluded by a reference to «Geron­
tion» which Eliot mished to republish as a prologue to The Waste Lamd,
but Bzra Pound advised against it :

I do not advise printing «Gerontion» as preface. One don't
miss it at as the thing now stands. To be more lucid stil,
let me say I advise you not to print e Gerontion » as
prelude. (32)

(

It had always been thought, before the discovery of TH Waste
Lam manusciipts, that the complexity of the poem is due in a 1arge
measure to Ezra Pound's excisions of sequential Links. It is now
evident that the omissions were in no may detrimental to the «unity»
of the poem, if at least because such a cunity» had never- been part of
ELiot's intention. Ina reference to Ezra Pound's obstetric ء efforts»
more than twenty yeaIs later, Eliot Eays :

It was in 1922 that I placed before him in Paris the manas­
cript of a sprawling, chaotic poem called The Waste Laad
which left his hands, reduced to about half its size, in the
form in which it appears in print. (Poety, 1946) (33).

It is a little surprising that, even so, an important critic like John
Wain could still believe that :

Whole sections of the poem had bee tossed out, making it
more difficult (hecause connecting iinks had disappeared) but
also more cinematic in its abrupt changes of focus and its

(81) Transcript, p. 95,
(32) Casebook, p. 25,

(33) As qwoted by John Wain, «Poetry», in The Twenteth Century MLd, IL, p. 313.
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1apid tracking and panning alternating with sudden close­
ups. (3)

It will beseen, however, that Pound's interference with the draft
٥٤ The Waste Lan is twofold : structural and styhistic. In all cases
it made for greate lucidity, sharpness, definition of purpose and com­
pact effect.

Perhaps Pound's leLter to Iris Barry (27 July 1916) may throw
some light on his notions of structure, and would therefore illuminate
his procedure with The Wast¢ Lan :

The whole aIt is divided into :
1. Concision, or style, or saying what you mean in the fewest
and clearest words.
2. The actual necessity for creating or constructing some­
thing ; of presenting an image, or enough images of concrete
things arranged to stir the reader.

Beyond these concrete obiects named one can make simple
emotional statements of fact, such as «l am tired», o1 simple
credos like «AfteI death there comes no other calamity».

I think there mtst be more, predominantly more, obiects
than statements and conclusions, which later are purely op­
tional, not essential, often superfluous and therefoRe bad.

AlEo one nust have emotion or one's cadence and rhytفmh 
will be vapid and without any interest.

It is as simple as the sculptor's direction : eTake a
chisel and cut away all th stone you don't want. (35)

Again Pound's views on the style and language of poetry may be
summed up by a 1eference to his following letter to Ferriet Monroe
(January 1915) :

Poetry must be as ell wittem as prose. Its language must
be a fineي language, departing in no way from speech save by
a heightened intensity @i.e. simplicity). 'There must be no
book words, no periphrases, no inversions. lt must be as
simple as De Maupassant's best pose, and as hard a9
Stendhal's.

There must'be no interjections. No words flying off to
nothing. Granted one can't get perfeetion every shot, this
must he one's INTENTION.

(34) Rid.. p. 31.
(35) Eara Pound Ked. 1.P. SullivaN), Penguin Critical AnthologiEs, p. 64.
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Rhythm MUST have meaning. It can't be merely a
careless dash off, with no grip and no real hold to the words
and sense, a tumty tunn tumty tum tumte.

There must be no chich&s, set phrases, stereotyped jour­
nalese. The only escape from such is by pecision, a result
of concentrated attention to what is writing. 'The test of a
writer is his ability for such concentration AND for his
power to stay concentrated till he gets to the end of his poem,
mhether it is two lines or two hundred.

Objectivity and again objectivity, and expression : no
hindside-before-ness, no straddled adiectives ( a8 «addled
mosses dank» ), no 'Tennysonianness of speech ; nothing
nothing that you could'nt, in some circumstance, in the stress
of some emotion, actually say. Every literaryism, every
book word, fritters away a scrap of the render's patience, a
scrap of his sense 0f your sincerity. Whei one 1eally feels
and thinls, one stammers with simple speech ; it is only in
the fluy, the shallow frothy excitement of writing, or the
inebriety of a metre, that one falls into the easy oh, how
ea9y ! speech of books and peoms that one has read.

Language is made out of concrete things. Centnal ex-"
pressions in non-concrete terms are a laziness ; they are talk,
not art, not creation., 'They are the 1eaction of things on the
writer, not a cneative act bؤ the writer.

Epithets» are usually abstractions I mean what theyء 
call «epithets» in the books about poetry. 'The only adjective
thAt is worth using is the adiective that is essential to the
sense of the passage, not the decorative, frill adiective. (30)

There are four main <cuts» tتhat Pound considered necessary for
the smoother flow of the poem. They are :
a) Fifty-three lines under the original title «He do the police in Dif­

ferent Voices», placed before the present opening of the poem.
b) The «Frescan episode», originaly fonming the first seventy-two

hines of The ء Fire Seron». There wee also an additional
seventeen lines intended for insertion after line 57,

c) Fifteen Line falling between the Smyna menchant passage and
the Typist episode.

d) The greater part of «Death by Water», eighty-three lines, based
on the Dlysses canto in Dante's Imfemo.

(36) Iba., p. 57-58.
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The first of these excised parts has an anecdotal tone and is given
in the first person singulAr, suggesting autobiogTaphy. Ft speaks of
a little «hoozing» party, followed by a casual visit to the theatre. 'The
reference to the «Opera Exchange» is indeed based on actual fact. (37)
A rather satirical account is then given of an unsuccessful experience
at a brothel, terminating by a hair-breadth escape from the police.
The title «He do the police in different voices» contains an allusion
to Dicknes's novel Owr Matual Fien where the little foundling Sloppy
is thus described by the old widow Betty Higden :

I do love a newspaper. You mightn't think it, but Sloppy is
a beautiful reader of a newspaper. He do the Police in dif­
ferent voices. (38)

The passage contains a number of motifs that recur in the poem.
Hyrtle, the shady woman, owne1 of the brotbel, reappears as Madame
Sosostiis (fraid of the police), as Mrs. Po1ter (of the seamnen's song, 8
brothel keeper in Cairo), and as the whore the third of the Thames
daughters. The appeaance of the police, <the fly-cop», anticipates
the possible threat of the police to the forbune-teller i Part 1, and also
the trial and arrest of Chist in the opening of ٠What The Thunder
Said». The whole episode of sex pervaded with horro, boradom and
disgust is recurrent throughout the poem. Although there is Little
need to push the autobiographical element too far ( ة9) yet it would be
easy to see hy Pound had omitted this «peudopersonal» passage.
First, it would make a lot of the details of subsequent parts of the
poem rather repetitious and superfluous. The explicit, anecdotal
manner of this passage would have rendered Graham Hough's critieism
of the style of The Waste Lamd as «disruptive ء (39), more cogent
Not only the title, but indeed the style is Diclrensian. Sone of the
details are grotesquely S0. For example a brothel keeper can have her
notions of respectibility. Refusing the man entry she says

I'm not in business here for guys like you ;
We've ony had a raid last week, Ive been warned twice.
I've kept a decent house for- twenty years, ...

When the man is surprised by the police he ludicrously seekrs

(37) Transcript, p. 125.
(38) Dickens, Our Mutal Friend, chapter xvl.
(39) As Miss Bradbook had done. She sAys:، ،

Section I thus would hare outlined Eliot's career from HArvard to Germany,
to London, ending with his meeting with Stetson (Pound, the Westerer par
excellencE), p. 13.

(40) Casebook p. 65.
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permission to get his hat. The cabman, who had been in a hurry to
get home, finally ends by running a race on a bet with a passenger
while another holds the watch. Perhaps Pound found the Dickensian
humour of this pas9age quite outof tne with the «higb seriousness»
of other parts. Itis to be contasted with the cryptically telegraphic
Smyrna Merchant pas8age, or with the menacingly tragic song of the
Thamnes daughters.

'The second reason justifying Pound's omission must be the obvious
personal tone of the passage. That also goes in a large measure for
the «Fresca episode» in The Rire Semo, containing a letter very
much in the character of Mrs. Eliot. It also explains the omission of
the shipwreck scene in «Death by Water», ostensibly based on the
Ulysses canto in Dante's Infeo (xxvi 141--142), but certainly in­
spired by Eliot's life-long passion for boating. The reference here to
'The Dry Salvages (frocls off the coast of Massachussetts that gave the
title to the third @uartet) confirms the autobiographical origin of the
passage. Miss Bradbroolc also draws attention to Eliot's juvenile
story about a shipwreck which he contributed to the school magazine
The Smdth Academy Record. (1)

It would then appear that Pound's excisions were meant in the
first place to remove all the «confessional» parts of the poen when
they are not instumental to grasp the meaning of the whole. There
were other reasons for these excisions, however. For example the
whole of the Fresca episode, intended as a parody on Pope's Tle Rage
of the Lock is omitted with the advice :

It's no use trying to do something that somebody else has
done as well as it can be done. Do something different. (42)

Pound himself was in the habit of recasting ancient works (e.g٠
Homage to Seatas Properti»s), but he did so with a view of investing
them with a modern mantle that would make them relevant to a con­
temporary situation. 'The Fresca passage, one feels, i onlyك half­
heartedly modern. Fresca, despite her Rreudian inhibitions and her
hnowledge of Giroudoux, is stil a museum piece from an eighteenth
century gallery, if at least because of her reading in Richardson and
Gibbon. In addition to this antiquarian quality, Pound also obiected
to the rhye as «dragging out to diffuseness».

The same objections may have also arisen in connection with the

(4l) Bradbrook, p. 13.
(42) Wrters at Work, pp. 118119,
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٤hipwIeck scene in eDeath by Water» which Pound marked as «Bad­
but cant attack until I get typescript». When the typescript came,
he simply crossed it orer. It is too episodic and topical and much too
realistic in detail to fit in with the general tenour of the poem. Having
made his cuts and advised against the inclusion of further pieces,
Pound saw a pattrn emerging :

The thing now runs from «April ...» to «Shantil ء without
a break. That is 19 pages, and let us say the longest poem
in the English langwidge. (43)

Pound's corrections aimed not only at tنhe elimination of diffuse ،
ness but also at discarding both what is personal and what is abstract
in Eliot's imagery and vocabulAry. He was also averse to the use of
clich&. For example, he cuts the following quatrain describing the

»young man carbunculaI» noting in the margin «personalء 

A youth of twenty one, spotted about the face,
One of those simple loiterers whom we Say
We may have seen i any public place
At almost any hour of night or day.

Where there is the suspicion of a personal opinion ohtuding,
Pound would make the some objection. In the descIiption of the
mantlepiece in «A Game of Chess», he omits the following bracketed
line with the remark «Bad is the weakest point» :

Above the antique mantel was displayed
(In p1gment, but so lively, you had thought)
A window gave upon the sylvan scene

Also the nervous words. of the lady in «A Game of Chess» are
twice obiected oن as «photography», suggesting that they are 1ep­
roductions of actual speech

The following is an example of Pound's waIiness of enslavement
by rhyme which may lead to tautology. Brackets show his omissions :

The typist home at teatime, who (begis)
(To) elears (her bIoken breakfast) away breakfast, lights
Her stove, and lays out squalid food @in tins),
(Prepares the room and sets the room to rights)

Against this he quotes Paule Verlaine «qui dira les gaffers de la
rime», and goes on to remark that «verse not interesting enough as
Verse to ra1Tant so much of it>,

(43) Casebook, P. 22.
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Greater precision of language and clarity of purpose are als0 ad­
vocated as in the two following warnings against the wse of the word
«perhaps» :

And (perhaps) a reelrend at the Metropole.

(L.100 Fire SeImoi)
WHieh Eliot changed to

Followed by a weekend at the Metropole.
Also the following line describing the «young man catbunculaI»

(Perhaps) his inclinations touch the stage,

Which Eliot discarded altogether. Prunings in the iterest of
precision are best illustrated by the following omission of the word
«MAY» :

Across her brain one half-formed thought (may) pass.

Againstthis is set the very characteristic comment :
make up your mind. You Tiresias, if you know,
know damn well, o1 else you don't,

Pound was not only concerned with verbal precision, but with
the precision of idea as well. For example the following lines con­
tained an image which he considered incongruous

Like a taxi throbbing waiting' at a stand
To spring to pleasure through the horn or ivory gates

«Taxi» cannot logically go with «spring», so the line was dropped.
Also in the line <her hair/Spread out in litle fiery points of ,«ll ة he
omits the italieized words with the remarl : «dogmatic reduction but
wobbly as well».

It should now be clear that Eliot's mind is not an <impersonal»
mind, indifferent or neutral to experience. Rather it should be
characterized as reeptive and wide-ranging, delicately susceptible to
impressions of people mith whom he had mixed, and open to the in
uence of books and writers that swam into his ken. Perhaps the word
«chameleonic» may be helpful. The scholarship and learning with
which his poetry is packed should not divert our attention away from
t heن relevance of hiographical facts, nor should the biographical facts
overshadow the lerning. 'They are both essential, two sides to the
same coin, THat Eliot's mind wws receptive may be show by the
fact that he submitted The Waste Lamd for Ezra Pound's inspection
and was quite willing to accept his remarks. Further than that, the
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poe derives not only from Dante and Shakespeare but also fom
EhHen Kellond, Eliot's charwoman.

We should not expect from such a mind to plan in advance what
material itis going to absorb or the manner in which it will absonb it.
If any pattern energes, it is always 1etnospective, ad may not perhaps
be indigenous. Such a pattenn would not be delimiting, but would
make for ±n eveY midening scope. It will certainly allow fo1 a variety
of interpretations, and may then make sense to a multiplicity of
1eaders.

Though Eliot had written to his mother about The Waste Lan
that he had put so much of his life into it, yetis a poem in yhich he
achieved the highest virtue an artist can pOssess : NEGATIVE
CAPABILITY.

 ي
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