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DONNE, CORBIERE AND ELIOT
Some Common Elements

EVA S. SAIGH
Uaiveisity College for Women, Ain Sهl ns University, Cairo

Though midely separated in time and space, the Metaphysical poets
of the 17th century and the Freneh Symbolists of the 19th had chanae­
tenistiics in common that interested T.S. Eliot as a young poet and
tught him to wse hA «personal voice» and to develope his unique Btyle.

Ln this paper I shall attempt to point out some of the elements that
re cgmmon to the poetry of Donne, Corbiee and Eliot with regard  tم
their approach to verse, their themes and their- teclnique. Reference
will also be made to Marvell and othe1" 17th century poets whose
Verse will help to elucidate Eome aspects of Metaphysعi al poetry.

Much hAs already been mritten on the impact of 19tl century
French poets on Eliot, such as Baudelaire and Gautie, and verbal
borrowings and parallels have been adequately taced. (1) Tنh s is
e8pecially the cse with Laforgue and Eliot. I believe. however, that
the impact of ،CorbiAre has been, to a certain exrtent, underestimated
perbaps because the verbal borrowings are fewer and thata case can
be made for Corbiere's influence on Eliot that is as strong as that
for Laforgue.
،

(l) E .Hل Greene; T8., Ellot et ,Fanee مل Etdes LItterature عه €trangere et compAree;
No. 24 @Peris, 1951).

M4-J.-J. Lمظouول , a.S. Eliot ndه Some French PoeمEا In Rewe de LttErature
Corparee, Wol. 16, (awnil--ju1936من; ); pp. 38939.

,hanمnمC SHل c roDyل in L argumله Corblere and E iouل in Moder PHllology VoL.
53 (Na., 1955), pp. 117-128.

Ren5 Taupاn_ Lملluence frangals سهoمجنل طرى sur podsle ها amereino (de 1910
A 1920) @Paمr : L brelreئ Anclenne Hoore Chمmpioa, 1929),

Kery Weinberg, TS. Elio4 ndم، naudeLaIre وC nleم (THe Hague and Panis : Mouton,
1969) in Studle i Generelم and Coaparauve Lterature, Vol. 7,
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I. INTRODUCTORY BACKGROUND

In considering European tIadition as a whole, Eliot declares that
tradition contais past and present simultaneously, that it involves a
historicAl sense, and that thنs

...... historical sense involves a perception, noL only of the
pastness of the past, but of its prescnce ; the historical sense
compels a man to wTite 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
٥f his own country has a simultaneous existence and composes
a simultaneous order. (2)

Eliot acknowledged the impaet of this European tradition on
English poetry, and in «The Music of Poetryد , a lecture delivered in
1942, he refers to English poetry as ca kind of amAlgam of systems
of divers sources ......an amalgam of races, and indecd partly pue tg
racia] origins ٠٠٠٠٠٠»

The rhythms of Anglo-Saxon, Celtic, Norman French, of
Middle English and Scots, have all made their mark upon
English poetry, togetheI- with the rhythms of Latin, and,
at various periods, of FIench, Italian and Spanish. The
kind of poet1y we get is detenmined, from time to time., by
the influence of one oR anothe contemporayy literature in a
foreign language ; or by circuunstances which make one
period 0f ouI own past more sympathetic than anothe1 ; or
by the prevailing emphasis in education. (3)

Eliot's indebtedness to tradition is also 1ecorded, this time in a
lecture on Yeats. Speaking about his formative years. he refeIrcd to
the French «masterE» who had helped him to use his «own voice» :

A very young man, who is himself stined to write, is not
primarily critical or even widely appIeciative. He is looking
for masteIs who wil elicit his consciousness of what he
wants to say himself, of the kind of poetry that is in him to
wTite. 'The taste of an adolescent writer is intense, but
narrow : it is determined by personal needs. The kind of

(2) T,S, ELiot rTrdition and the Individual Talenb in Selccted Essays (London : Faber
Faber,) .م14. Ltd.,  ع&1934

(3) TS. ELiot, «The Music of Poetry in On Poetry And Poets @New York : The Noonday
Press, 1957). pp. 2021.
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poetr.y that I needed, to teach me the uEe of my own voice,
did not exist in English at all ; it was only t beم found  iص
French. (4)

At the time when Eliot was studying at Harvard and later when he
lived in England at the beginning of this century, literary and artistie
movements were not isolated phenomena. 'The eultuml background
of Europe and Amnerica had many elements in common, and an artistic
event would often be felt beyond its national borders. Thus, no one
can deny the impact= to name only a few of thee culturl events
of Dbsen's plays, 0f the novels of Tolstoy, Dostoevsky and Flaubert, of
Zola's Naturalistie work8, of the French Impressionist and other
movenents in art, of William James's psychological analysis of the
«8tream of consciousness> or of Freud's research ito the subconscioUs.
N٥ sensitive young writer and poet, well-read and interested in liter­
ature and in the writing of poetry, could avoid being aware of the new
ideas around him. Itwas, for example, the reading of Arthur Symons'
R7.,Smbolst Moiement in Literatre (1899), dealing with the French؟ 
SpmvOlist poets and devoting a chapter to Jules Laforgue, that made
Eliot realise that there was a poetry in France that met his require
ments. (5) In the same way, it was Verlaine's Potes Maudits (1884)
that turned ELiot's attention to the Breton poet, Trisاan Corbiere. (6)

The affinity between the Metaphysical poets of the 17th century
and some French poets of the 19th was first pointed out by Eliot
in his essay, «The Metaphysical Poets» (1921), when he stated that
«Jules Laforgue. and Tristan CorbiEre in many of his poems., are
neaer the «school of Donne» than any modern Bnglish pcet.» (7) Ln
an essay on Marvell dated the same year, he again refers .t Donneم
Baudelaire and Laforgue as poets who may almot be inventoIs «of
an attitude, a system of feeling or of morals.» (8) In the same essay,
Eliot refers to Marvell's ability to combine Ievity and Eeriousness as a
Metaphysical charateristic that was a soل to be found in GautieI:.
Baudelaire and Laforgue. (9)

(4) T.S. Eliot, «YeAtsn in On Poetry and Poets, op. cit, p. 295.
(5) See Richard Elman's Introduction to Arthur Syuons tنHT SphoLم Movement
H teratareل (New York : E.P. Dutton & Co. Inc: 1958) pxv.
(6) Greene, p. 62.
(7) EIiot, Selected EssAys, p. 290,
(8) mbid. . .م202
(9) Ibid., p. 296.



،4

Eliotwas iot ،the first to gire a moder interpretation of the
Metaphysichl boets forthe interest in Dotne h dف begu in the 19th
century and had quickened in the last years of the century. Grosart's
editions of Donne's poems in 1872 and his later editions of Herbert,
CrashAw, Marell and' Cowley had greatly contributed to the revival.
Edmund Gosse's biography of Domne in 1899 cclinaied a decade of
excitement. about the poetpreacher. ..00.. while ه Grierson!'s edition
of Donne's verEe «refered to the Donne revival as a fiat «.ccompliه
(10) Thus, although Eliot was not introducing a new note to the
MetaphysicaL.. poets, yet he. mas: giving <a sensitive forulation». as
Duncan calls it, <ofideas that had become familiar by 1912.» (11) Eliot,
however, was. among the first to find similarities between the poets
of the 17th centuryi England and the poets of the 19th century in
France.+4::

Th f بإE ط ززضز both I orgueعق and Corbiere on Eliot was conside­
rable. .T'hey'w'ere both innovators but Laforgue Was better hnown and
acknowledg¢4 in spite bf the fact that Coibiere had a earlier cai to
he considered as hة innovator. 'Corbiere's collection of verse L6 s
Amburs Janes, was published twelve yea18 before Laforgue'; fist
work, Les Complainitd8, went into print. Mloreover, Laforgue made
a thorough study of Corbiere's work in his «Etde sur CorbiEre» (12)
in which he analysed the poems from every angle = themes, versifi­
cation, <irregularities» of verse, puns, imagery, irony. Although Le
mدs not alway Able to appreciate CorbiEre's verse, a study Buch as
this must have influenced his omn subseguent work. Furthermore,
many of the qualities that the criticscommend as original in Laforgue's
verse. are 'eually pronounced i Corbiere's and it seems uRfair to give
entire creditto Laforgue for erolving a new style when CorbiEre has
an earlien claim

 يي

Edouard mمطنoa ط' Corbiرe e a Bonف» i Britanyم i 1845. the son
of a png-tie,geؤعapإgin whg had written many novels on the sea 'The
father' was alAo a ioumدalist, the founder of two newspapers in which
he attacked the regime of the Bourbons and for which he was ipri­
soned. To avoid confusion with his father who had the ame name,

(10) Josepb E. Duncan, lهhT Rersع of Meمt physlel Feetry : The Revi»له ot a $tple,
1800 to the Pesent Day @Mnneapolis : UJoiversity 0f MianesotA Press, 1959), p. I14.
(11) Ib!d., p. 113.
(12) Jules LAforgue's Lne ه Etude sur Corbiere» is ta be found in «MElAnges Posthume»
of the Oeuvres Completee de Jules Laforgwe (Paris : Mercure de rraac, (19l3), pp .

11 و228.
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the young Edouard later caled himseIf Tristan. At the age of 14,
Tristan began to suffer from arthritic pains which became so acute
at 16 tbat he hadto cut short his schooling. Arthribs also caused him
some phBical defority and was the reason for his constant preoccu­
pation with his health, His physical weakness, as well as his ugliness
(which he eRaggeiated), may have been the Ieasons fo hi melancholic
and ironi turn of mind. He travelled to Provence for his health,
then to Italy, and on each occasion he returned to live on the coast of
Brittany where he did a great deAl of sailig, especially in dangerously
stormy Weather. In 1872, he met and fell in love with an actress of
Italian origin (the Marcelle of his poems) and followed her t Parisم
althogh she was already the mistress of a count. How happy or
unhappy he was with her, it is difficult to tell, but from such poems
as «Le poEte contumace>, he must have known momets of deep despair.
In 1873, he published his poems under the title of Les Ahmrs Janmes.
He contracted tuberculosis and was taken baclc to his beloved Brittany
where he died in 1875, at the age of thirty.

CcrbiEre remained little hown until Paul 'Verlaine <discovered»
and included him in his Poetes Madits. Though enthusiastic, the
analysis of CorbiEre's book remained insufficient. for ,Verlaine ء en
somme, n'a donnE qu'un commentaire chaleureux et Superficiel de
crtains aspects du livre ...»(18) CorbiEre's influence, nevertheless.
has not heen inconsiderable on the later poets of France (14) ard his
complete poems were reprinted several times by 1911.

In his sbudy of Corbiere's poems, Laforgue has rightly divided the
pcems into two kinds. The firEt is narrative and consists mainly of
the Breton poes in which he depicts Brittany and the life of its peo­
ple and especially of its sailors. Laforgue mas unable to appreciate
these poems, _asserting that they were not poetry and hardly even lite-
1٤tuIe : <Sans esthEtique = Tout, et surtout du CorbiEre, mais pas de
la poEsie et pas dn vers, A peine de la littErature.» (15) The second
consists. of his personal, intimate poems, such as thase mritten in Paris
and during his trarels i Italy. It is in both these divisions that we
shall find elements that appeale to Eliot.,

Critics may attack one aspect of Corbiere's pcetry or the otber,

(13) Leon Bocauet Lعs Destتnees Mauvaتses (Amiens : B:bLiothEque du Hersson, 1923)
p.85.
(I4) Abert Sonnenfeld, LOeuere R uguoه de Trisامn Contiere (PArls : Presses Univer­
sitaires do Brence. et New Jercey : UNivereitE de Prnceta. Dept de LAngues RomanEs,
1960). pp. 176 f.
(15) Lمforgve p. 120.
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have t admitم that spark of genius in his work, and that ability td
suvive all changes of taste One critic has called him «une person­
alitE bizarre», (16) and another that he was «un excentr'ique dans Sa
vie, dans ses idEes, dans sa langue, dans sa grammaire et dans sa tech­
nique.» (17) A literary historian has declared that he was not a great
poet but that his verse «est assuE de survivre A toutes les revolutions
du g02t.» (18) While attacking Corbiere for his irregularities of rhyme
and metre and for his narTative verse «sans esthEtique», Lafogue ne­
vertheless declared that Il ء n'est pas artiste. mai on pardonne tout
devant les plaintes parfaites et immortelles comme : Le poete cott­
mwce.» (19) On the other hand, Eara Pound, ELiots friend and colla­
borator paised Corbiere without reservation and declared him to be
hard-bitten, perhaps the most poignant poet sinco Vilon, in very muchء 

Villon's manner, and adding that cLaforgue was a better artist thgn any
of these men save CorbiEre.» (20) Ie also stated that eIf Corbiere
invented no process he at any rate restored French verse to the vigour
of Villon and to an intensity that no Irenchman had touched during
the intervening four centuries». (21)

I. TRADITION AND INNOVATION
young poets, Donne, Corbiere and Eliot were confIonted withفم 

the same pIoblem they were faced, each Lis ow age, wvith a
changing sensibility tLat could not find expression in the literary conven­
tions of the time٠ 'These conventions had become worn and incapable
of expressing this changing sensibility and each poet had therefore to
find new mediums and techniues that would replace the old. 'They
were not alone i their revolt but they achieved by far the most effective
results.

In the case of Donne, the reaction was partly anti-classicAl and
partly anti-Petrarchan. By the end of the 16th century, Ieferences and
sybols from pagan classical mythology had become hackneyed and
could no longer satisfy a generation of poets who took their religion as

(16) Greene, p. 81.
(17) Bocquet, p. 110.
(l8) Rene louاه Histoire de La IItterature tmangaise contemporeine (de 1870 A nos jours)

(Paris : Presses Universitaires de France; 1953) Vol. 1; p. 12l.
(19) L forgueه pp. 122-123.
(20) Ezra Pound, lroy LAforgue; and Soae Satire» in Llterary Essays of Ezra Pound;
edited wt an introduction by TS. EIiot (Glasgow : The University Press 1954), p. 282.
THe article is reprinted from Poetry, XI, 2 @Nov., 1917).
(2l) Pouad, Literary Essays, p. 33.
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inteغn ely as did Donne and the Metaphysical pets, for the Renaissance
had become tempered by the Refommation. Some foms of literature
that hAd been infliienced by the classics had changed and found their
ekpression in a vernacilar literature of the highest quality : of these,
the dramt wts the most outstanding.

hn other forms of poetry, such as the pastoral and the sonnet, the
literary conventions inherited from the Renaissance had become exhaus­
ted. The Petrarchan attitude towaIds love and the beloved was too
idealistic, or too artificial, to meet the tendency in the 1600's for a
greater reilism in literature. New imagery had to replace the Elizabe­
thAn imagery that had become imitative, a new imagery that was closer
to the sensibiity and intellectual interests of contemporary pcets and
readers alikre. New themes, imagery and diction were bringig poetry
closer to reality. Thus Donne, in his avoidance of classieal mythology,
in his anti-Petrarchan attitude in ih Songsك and Somnets and his
<Flegies», and in his use of seientific and philosophical imagery was
pa7ing the way for a new literary convenbion.

/-:; ٠ .
'THAEhhe other poets of his time were aware of this conflict between

the old ahd the new can be seen in Thomas Carew's elegy on Donne in
which, as a contemporary, he appraises the work of the older poet. He
praises Donne for purging the Muses' garden from its pedantic weeds,
for. throwing away The ء laaie seeds / 0f servie imitation», and for
planting <fresh invention». Domne bad paid backc

Licentious thefts. that make poetique rage
A Mimioue fury, when our soules must bee
Rossest, or with Anacreons Bxtasie,
Or Pindars, not their owne ;
Tbou hast redeem'd and oped Us a Mine
Of mich and pregnant phansie, drawne a line
Of masculine exprssion,
Our stbbome language bends, made only fit
With her tough-thiek-rib'd hoopes t girdم about
Thy Giant phansie which hAd proved too stout
For their soft elting د Phrases.(22)

٤ ج م

Corbiere in his tur, found himself faced with the same problem
as Donne. The Romantic movement had reached its end, yet the

@22) THoوaa Carew, Anة Elegie upon the deat ot the Deane af Pauls, Dr John Donne»
in THe Metapذ yslمc Kets, edited by Helen Grdner (Middlesex : Penguin Books I971),
pp. 14345. "
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Romantic atttde persisted in using stock Sitations and response,
imagery and modes of versification. Exaspe1ated by the tearful
spirituality of the Romanties, as well as by the impersonal precision
of the PamnaAsians, CorbiEre's frank realism and his belief that poetry
is life «la poEsie est : vivre» (23) led him to attackr both camps
and t develop a style of his own tht was closer to reality.

In «I Sonnet», he mockingly satirises the PaLnassian manneL of
writing with its mechanical counting of syllables and the placing of
exact Thymes, and as you mark the four caesuras, one of them will
fall asleep standing like soldiers of lead. He compares the sonnet to
a telegram for the proof of the sonnet is in its mathematical sum :

Laa preuve d'un sonnet est par l'addition :
Je pose 4 et4 =8! Alors je procEde,

En posant 3 et 3! Tenons Pegase raide
«0 Iyre !0 dElire ! 0...... »- Somnet Attention ! (2)

He expressed his anti-Romantic feeligs in two ways : first, by
direct satire on the poets themselves, and secondly, by parodying the
language and the sibuations that were typically Romantic.

Ln Corbiere's Un ء Jeune qui s'en va25)د, ) the young poet believes
that he is dying so he picks up his pencil and writes a few scathing
remarks on each of the poets he dislikes Murger, Baudelaire, Moreau,
Lamartine, Byron, Hugo, and a pie of other lovers of the moon who
are not more dead now than when they were livig :

Puis un tas d'anants de la lune,
Guere plus mort» qu'ils r'ont vecu,

It iE, however, for Lamartine and Vietor Hugo that CorbiEre Ies­
erves his bitterest c-iticism. He calls Lamartine

Inventeur de la larae ecnite,
Lacrymatoire d'abonnEs ! .٠....٠

for his tearful. sentimentality and self-pity and heartwringing verse.
It is possible that CorbiEre is parodying Lamartine's <Un poEte mou­
rant» (26) where the poet also believes that he is dying and repeatedly
evokes his «lye», «swans» and «glory», exclaiming,

(23) Tristan CorbiEre. esا Amours Jaunes (Paris : Editians Galliroard; 1973) p. 55.
(24) Ibid., Pp. . و340
(25) mbld., pp. 51-55.
(26) Alphonse de Lamartine, Oeurrcs choisles : PoEsie (Pans : Bibliothegue Lمroysse,
l925) Vol. I, pp. . ب715 CorblEre makes an even harsher atuAck on Lamarine's Gzella
in his aLes Fils de LAmartine et GrAziella.»
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Chantons, pui8que mes doigts sont encore sur la lyre
Chantons, puisgue la mort comme an cygne, m'ispire, ٠.٠...

Corbiere, on the contrary, jestingly clls for his bit of pencD his 1yre.

Donne-moi mon bout de crayon
Mon bout de crayon, c'est ma 1yre٠٠٠٠٠٠٠٠٠

and 1efers to Chenier as the swan mho came under the kitcben hife ،..3
«.٠٠... Et ce cygne / Sous 1e couteau du cuisiier : ٠٠٠٠٠٠»
In his .«delirium ء he imagines Glory eating out of his hand,

Vite ! j'ai vu, dans mon dElire,
Venuir me manger dans la main
La Gloire qui voulait me lire !

La gloire n'attend pas demain.

Corbiere not only brings dow the Romantie heroes from their
pedestals and changes their glorified sybols into prosaic everyday
objects, but he sets the «noble», regular and melodIous alexandrines of
Lamartire in contrast to his o crisp, sharp and colloouial quatrains.

As for Hugo, Corbiere calls him

...... 1'Homme apoalyptique,
L'Homme-Ceei-t@ra-cela,
Meurt, gardenational &pique ; (27)

and satirises the «epic» tone used by Fugo for subjects that were of
bouRgeois quality as bouTgeois as the National Guard.

Corbier ras quite aware of what he was doing, for he sets a
passage from Hugo's «Oceano Nox» at the beginning of his own pem,
<La Fin>. Both poems deal with the samne subject the death 0f
sailons at sea, but

Hugo's poeu i aف seIies of romantic stock-responses to a
conventiona] situation. The tombstone, the falling leaf, the
autumnلa season ae a lل part of the romantic's 8tock-in-trade
٠٠٠٠٠٠... The poet sticks to generalitie5, uses the old worn-out
images and words. Every conceiwable technical device is
employed to suggest a completely factitious literar emotion

(27) Corbiere is refering to the tite of Chap. 2 Book 5 of Hugo's NotreMAme
de Pars «Ceci tuera celaت .
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but all the romantic stagecraft fails to hide the deadness of
the rhythm. (28)

Without glorifying or pitying the sailors, Corbiere speaks of their death
in a matter'-of-fact way :

Et jusqu'au petit mousse,
Le dEfi dans les yeux, dans les dents un juron,
A lEcume crachant une chique IalEe
Buwant. sans hauts-de-coeقu l, la grunl tasse salEe

...... Comme ils ont bu leتu boujaron !

Pas de fonds de six pieds, ni rats de ciretieres
- Eux, ils vont aux requins ! L'ame d'un matelot

Au lieu de suinter dans vos pommes de terre
Respire a chague flot. (29)

Corbiere thus contrasts Hugo's weening willows, the humble stone in
the narrow cemetery and the plaintive and monotonous song of the
blind man, with his omn sailors who go down (even the small cabin boy)
to their death with defiance in their eyes nd an oath on 'their lips.
Six feet of earth or cemetery rats are not for them : they go to the
sharks, and the soul of the sailo1 breathes fIeely into the waves rather
than ooze into the potatoes. Hugo's description of the sea is Lifeless,
while CorbiEre's poem is full of movement, with its rough and shockig
style and his sailors' slang. Even the seual imagery to describe the
movement of the sea enhances the elementa} background of these qens
de mer.

 ج-٠ و

At the close of the last century and the heginning of this, England
8aw a, period in which moral, intellectual and aesthetie values were
all uncertai. 'There was a manked change in the ways of perceiving
and structuring experience that had itself become more conplex
Thus, new foms of expression had to be found to convey the neW
consciousness and Eensibility of the artist and the complexity of his
experience. Hopkin, for example. tied to express his experience
through the movement and pattem of his words and rhythm but his
work reained almost unhown until the second decade of this century.
As romanticism had reached a period of exhaustion, Hulme offered

(28) G.M. Tumell, «lntroduction to the Study of Tristan Corbiere» in The Crteron, VoL
XV No. 7 (Apr 1936), pp. 3956.
(29) Corbiere, «La Fln», pp. 19698.
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gue, a new convention ،.....» (80)

٤aaي:%;٤. aيييي."ييد: .ث,يو; 
 .يي:"ت:ع"غ.ةم­ يهو.-بقة:

 يييئم:٣ بزيا.ا ربو ء••٣ بمه
W'1  ::ؤتة فل.: يم.: ي4.»:# ث ى

nin١:٠:١ ,:،:.١٠٠٠٠٠٠n٨ te hme of Tennyson and Brow-

 %#ؤث{:#»،23 .إ"}3 ا" /ي4»».».• ي ريز ءلة مانعة
 تة٤:2;٠+4.±::٢٣/٣/

±«aء a «»  د ;ه .ثمة:، ايلإلإ ما ا.«ا»ي»» فه«»
on،2 ،ا »

 تجويزي:جتةيي:يية;
 يي=i ترتياي:ي:ي4 ج تويج

tracts.» (33) 6. 1e nervous system, and the digestive

n+ اعف «+sععه eن e0a, F0. waw«ء«»٤ eإ aم مؤ""و %لإلإ%ي} ة 
onne's «probing:. analytic mind» because it was

kreenly aware of the actua] complexity of his feelings, their
±apid alterations and sharp antitheses : What he yاr. . ٠٠٠٠٠٠١ e8' '0٧e
to devise was a medium of exprcssion that would correspond to

ene. tat would suggest by sddeا cy of hi exisح ieع fstitا% 
cont rasts, by harsh dissonances as well as by hammonies, the
acbal sensation of life as he had himself erperienced it. (84)

(30) TE. Hulme «Romanticism and Clasicism» in TE HuLe's Speeulatlonو 
weAir عa «مد«مه:R {'يخم Rو wف e&٥, »اr 8rFn»»a»»vمد»د»د ة»ه عن wه» 

Kegan Paul, 1950), p. 122.

(31) TS. Eliot «The MeuaphysiA1 Paets» in Seleeted Esعays pp. 287-88
(32) Ibid, p. 288.  و٠٠
(33) mbid,, . و2890

(33) F٠0. MAtthteasen; mThe AEhieveaent or T.S. EIot @Now Yore & London : O oraلد
n versityق Rress 1958), p. 12. -
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Thنg i statement ف ة thAt could apply egually well to CorbiEre.
 ي ج ،

Similarities betwen Eliots techical device8 and those of Donne
and Corbiere are many. All three poets believed in the close relation
of poetry to actual speech. Eliot asserts that

...... there iA one law. of ature د more powerful than any of
these varying currents,,pr influences from abroad or from the
past : the law that poetry must not stray too far from the
ordiary everyday language which we use and hear. (85)

He then adds that «Rvery revolution in poetry is apt to be ......a retum
to common speech and that, although ة poetry attempts to convey
something beyond what can ke €onveyed in prose rhythms, it remains,
all the same, ohe pereon talking to another » (36)

Thنs can be amply ilustrated .from Donne's verse. Firstن, the
opening lines of his poems ar highly. dramatic, as can be seen in any
of his lyIics or Holy Sonnets. He talks to his beloved, to someone
interferig with his love, to the sun and to God Himصself. ، We hear
his voice in his questions. his eRclamations, his commands, his
1ecriminations, his brief coloquial phrases and answers :

I wonder, by my troth, what thou. and I
Did till we loyd were we not wean'd ti] then ?
But suck'd on countrey pleasure8, childishly ? .
&TwaS S0 ٠٠٠٠٠٠٠٠٠

(The Good Morrow»  ء37)

Again. the repeated command i
Marke but this flea, and marke in this.
How little that which thou deny'st me is

»he Fleaء 
Or. again, in Holy Sonnet IX,

If poysonous minerals, and if that tree,
Whose fruit threw death on else immortal us,
Lf lecherous goats, if serpents envious
Cannot be damn'd ; Alas ; why should I be ?

(35) Eliot «The Music o4 Poetry», p. 21.
(36) Ibld., ٥. 23.
(37) A lل the quotations from Donne hawe been tAken from John Dopne Complete Pdetry
and Selected Prose, edited by John Hyward (London : 'Ihe Nonesuch Press, 1939).
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There is the mounting tension of the «if ء clauses that reaches its climax
with the four words at the end of the fourth line where the stress has
to be placed by the speaker according to the meaning of the words and
not their iambic metre.

The openings of his poems are indeed dramatie but perhaps more
i portantص still are the subtle changes of his voice and mood that can
be heard within the poems themselves. In Holy Sonnet VII, Donne
calls upon the angels to stand at the corneIs of the earth and blow
their trmpets, and upon the souls to «arise, arise / From death» and
go to their scattered bodies,

AD whom the flood did, and fie shall o'erthrow,
All whom warre, dearth, age, agues, tyrannies,
Despaire, law, chance, hath slaine , and you whose eyes ,
Shall behold God, and never tast deaths woe.

His tone, however, immediately changes in the sestet to a gentle mood
of repentance But ء let them sleepe, Lord, and mee moumne a 8pace»
in direct contrast to the commands, repetition and spondees that give
the urgency to the octet.

Donne's poems are so close to actual speech that they should be
read aloud, especially in those poems (and there is a great number
of them) where the conclusion is based on a logical'argument that
finds its climax in tho last lie. In the sonnet on death (X), for
eRample, the entire sonnet depends on the personification of death and
on the fact that, if, after all, death is only a short sleep that leads us
to eternity, then in eternity,

٠٠.... death shall be no more ; death, thou shalt die.
The spondee in the fourth foot of this last iine 8tresses the argumnent
that has here reached its ultimate paradoxical conclusion,

Again and again, the words in Donne's lat lines are stressed
accoring to the dictates of meaning and not of metre. In «The Good
Morrow,»

If our two loves be one, or, thou and I
L veم so alikre., that none dce slacken, none can die.

or in «The Triple Foole»,

And I, which was tWo fooles, do so gTow three
mho aعe a little wise. the best fooles be

It is this quality in Corbiere that Laforgue faled to underetand
-moitie de son vers est dans lintonation. le geste et les gTiaces duمLء 



14 س

diseur> although it is one of the most important elements of hi
Verse. In the two groups of poems, «Armor» and Gens ء de Mer»,
which form the Breton Bection of his verEe, Corbiere catches the
atmosphere of the Bea by using the technical temms and slang of the
sailors, as we saw in La ء Rin». In the following passage from cMate­
lots», he describes then retmning home, brolcen like pieces of wreckage,
disfigured, crippled. a heap of Bcurvy. sometimes with an eye less,
or with yellow fever or a, hole in the cheek. They are rich in glory
and a pension of three hundred francs, these metal-ends of cartridges,
these heroic flotsam, and they would laugh at the idea of being heroes
for they are sailors above all.

0n en voit revenir portant : bris de naufrage,
Ramassis de scorbut et hachis d'abordage .٠....
Casss, dEfigurEs, depaysEs, perclus :

[n oeil en moi8. Et vous, en avdz-vous en plus ?
La fievre jane. Eh bien, et vous, l'avez-vous rose ?
Une balafre. - Ah, c'est signE ! C'est quelque chose !
Et ce trou dans la joue ? Un ancien coup de pigue.
Cette bosse,-A tribord ? excusez : c'est ma chiaue.
Is durent comme ga reniflant la tempEte

Riches de gloire et de trois cents francs de retraite.
Vieux culots de gargousse, Epaves de hEros ! ...٠٠٠
HEros ?ils riraient bien ! ......- Non merci : matelots !

In the poems that deal with PaIis, Corbiere again manages to
convey the rhythms of speech. In many of them, he not only uses
his omn colloguialisms but the slang of the prostitutes and of the
streets of Paris. A poem such as «Idylle CoupEe» must have been
indeed shockdng to a great number of its readers. Ile says that the
tomn is very Parisian when Dawn is walking the steets and all the
prostitutes are coming out of the prisons or their rooms. He loves
to se them, virgins from sixteen to sity, faded, bald, calling out to
hairdresser and chemist, taking a large number of absinthes and
paying the pimp who acts as their lover, a good-for-nothing born to
the wine trade.

C'est tr&s parisien dans les rues
Cuand 1'Aurore fait le tnottoir,
De voir sortir toutes les Grues
Du violon, ou de leur boudoir .
J'aime les voir, tout plein legeIes,
Et, comme en fagon de prieres,
Entrer dire Bonjour, gros chien
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Au merlan, puis au pharmacien.
J'aie les voir, chauves, deteintes,
7ierges de seize A soixante ans,
Rossignoler pas mal d'absintles,
Perruches de tout leur printemps

Et puis pazer le muanezingw6,
Au Polte gui sert d'AIthu,
Bon jeune homme nE brandezingwe,
Dos-ble sous sa blouse d'azur. (38)

In «Femme» and «Pauvre Garcon», CorbiEre gives us the «mono­
logue intErieur» of a woman who is looking at the poet asleep. In
both poems, the epigraph is ironically La ء BEte feroce» :

Cet homme est laid Et moi, ne suis-je donc pas belle,
Et belle encore pour nous deux !

En suis-ie donc enfin aux 1Eves de pucelle ? ....٠٠
Je suis reine : @u'il soit lepreux !

De quel droit ce regard, ce mauvais oeil qui touche
Monsieu1 poseIait le fatal ?

Je suis myope, il est vai Peut-etrE qu'il est louche
Je l'ai vu si peu- Iais si mal.

»remmeء] 

-٤٤ي يو ٣٩٦

This characteristic of the verse of Donne and Corbiere the con-
versational tone, the «one person tAlkig to anothen» is also to be
found in many of Eliot's early poems wleIe the angle of vision is that
of one or another of the characteIs and very similar to the interior
monologue. 'Thus, we have Prufock, the young man of the Portrait ء
of a Lady», Gerontion, Tiresias :

Let us go then, you and I, ..٠٠٠٠

I take mny hat : how can I mke a cowardly amends
For what she has Eaid to me ? ...٠٠٠

Here I an, an oid man in a dIy month, ...٠..

I 'Tiresias, old man vith wrinkled dugs
Rerceived the scene, and foretold the rest ٠٠٠٠٠٠

(38) 1 must apologise for the inAdequacy of tle sumnary of the Iines : As Corbiere
wses actuAl speech, the imagcry association of ideas, te puns and heا irony Are lost اله
in a translation that cannot avoid being stilted.
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Passages 0f diret dialogue are often used, as the. Laady hereeLf in
the <Portrait» or Mme. Sosostris with her fortunetellers patter.
The sceue with the nervous lady followed by the pub" scene in «A
Game of Chess» are of their kind as colloquial and as vivid as Corbiere's
<Le Bossu Bitor».

In a life composed so much, so much of odds and ends,
(For indeed I do not love it ..٠٠٠٠ you lnew ? you are not

blind !

.١

How keen you are !)

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

or her question without hope

What shall we do tomorTow 2
»What shall we ever do  ء2

'The continuous chatter of the woman's voice in the pub gives a faithful
rendering of the cadences of her speech, so different from the Lady in
tho «Portrait» or the nervous lady afew Lines above.

«.Journey of the Magi» is als0 a dramatic monologue in whfeh Eliot
again captures the intonation and feelings of the speaker. He begins
with a description of the joumney, narrating it with restraint and
without emotion, but in the third stanza he gives the speakers subiec­
tive reaction to what he remembers of the joumney. 'The troubled
repetition, the sudden hort lie, the question and short answer reveal
his troubled feelings :

,this was a long. time ag0. I rememberالم 
And I would do it again, but set domn
THis set down
This : were we led all that way for
Birth or Death ? There was 8 Birth, certainly, .٠-.٠٠

 ن٤ ي

The tension between innovation ou the oue hand and tradition on
the other marks the works of Domne, Corbiere and Eliot, for none of
the poets that we are discussing were revolutionary in their use of
verse but had this similarity in common : that the basic changes that
they itroduced were made without entirely breakring away from
traditional forms.

Thus, Donne toolr the stanza form in his Songs and Somets and.
by changing the number of lines, varying their length and using

٢١



 د د

17

c mplexم rمyh shepes, produced stanzas that had not keen waed ketore.
Out of 46 stanza forms, Legouis declares that 44 of them reح foيp d
in one pcem only. (89) All ء the longer and more compleR stanzas, it
would see, are of Donne's invention٠» (40) In «0Tho Anniversarie»,
for example, he h stanzasفذ of ten lines in whioh he altemAtes tetra­
meters with pentameters and ends with a hexameter. Hig thoughts
and feelings are supported by his metre. tنhe movemnent of his enjamb­
ment and his rhymes so that we are cartied without a bmeakr to the end
of the stanza.

It is in The ء Apparition». however. that one feels he is A true
innovator for here he has no stanzas but one complex poem where,
agai., feelings and thoughts are intricately woven with the structure,
metre and rhyme of the poem. This metrical freedom, which can be
considered as the forerunner of <free verse>, is also found in Herberts
«The Collar>, Vaughan's The ء Morning Watch» and Marvell's «On a
Drop of Dew» and «The Coronet», where technigal and structural com­
plexity faithfully refleet the poet's thought.

A8 for metre, Donne also itroduces changes within his line5, very
aften to reflect his disturbed feelings. Thus, in Sonnet KIV «Batter
my heart, three-person'd God», five of the fourteen lines begin with a
trochaic foot while the spondees in lines 2 and 44 reflect the implied
image of God the craftsman, battering and creating man and giving
himn shape :

Batter my heart, three-person'd God ; for, you
As yet but Hnoclre, breathe, shine, and seeke to mend
That I may rise, and stand, o'erthrow mee, tnd bend
Your force, ,t breakeم blowe, buIn and make me naw.

THe 6th, 7t and 8th Hines are difficult t scanم and, in fact, of the
eight lies of the octet oلn y one is in regular iambio metre, Yet the
mood softens in thg sestet and the sonnet eventually comes (o rest on
a fina] regular metre. This is obviously not aعcideltal for Donne
repeats this movement in other sonnets, as he is able to repeAt acomplex
stanza strucbre nز each lyric. Thus his petry finds its freedom within
traditional form.

 ي ي ي

The same remarks can be made of CorbiEre for he worked accor­
ding to the basic elements of French versification. in which the counted

(39) Piere Legouis, Donne tho Crafاsmهa An Essay upon the Stuctue of the Sonوg 
aad Soصn cts @New York : Russell & Russel, Inc 0952), p. I6.

.p. »0) تi ,ف23

@2)
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syllable, the caesura and the rhyme were of paramount importance, but
mith all of which he took liberties.

One of the important elemenLs of French chassical verse is the
alexandrine or heRameter. with its line of twelve syllables, divided
egually into two by a eaesura, with two stresses in each hemistich, of
which the %nd and the 4th stresses (falling on the 6th and 12th syllables)
are stronger than the others. The two lines quoted from Lamartine
on an earlier page of this paper, and the two following lines from
Corbiere's «Le Pote contumace». would illustrate the point :
Lamartine :

• Chantons, puisque mes doigts/sont encore sur la lyre
Chantons, puisaue la mort,/comme au cygne, m'inspire;

Corbiere :
Se mourant en oصm eil, } il se vivait en rEve,
Son rve Etait le flot, / qui montait sur la greve.

The last syllable of the line is strengthened by the stress, the pause.
as well as by the rhyme, and it follows that any enjambment would
entail a weakening of this regular metre. especialy if the enjambment
is repeated in consecutive lines. Ln general, these rules were strictly
followed although a few chة nges and liberties had begun t enterم French
verse at the beginning of the 19th century.

Corbiere, however, was often blamed fo1 the irregwlarity of his
verse and for not keeping to the rles 0f prosody having caesuras
that do not fall in the middle of the line, lines that hAve no cesuras
at all, too many eniambments, slacless over altemnating masculine and
feminie rhymes all due, according to Laforgue, t «uneم incurable
indElicatesse d'oreile.> (41) Laforgue, howeveT, was his contempor­
ary and such criticisn was perhaps typical of the age, whereas Cor­
biere's achievement i verse can be seen today i a completely differ­
ent light. Bocauet, for example, believe that the poet was often
successful in the changes he itroduced because he had a senEe of rhy­
thm and a musical ear. and adds that, for the date of Les Amours
Janes, the caeuras of his hexameters mUst have been bold and dls­
concerting and point to a metrical anarchy that was set up a few years
later.

Dans Ea dEsarticulation systEmatique du vers et les reiets nom­
breuR dont il use le poEte est souvent heureux, car il avait le

(4I) Laforgue, Pp. 121--22.
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dn mhythme et l'oreille musicienne, mais 'on songe A laعeم 
date des Amomrs Jaumnas, les cEsures de ses hexفmEtres ،sdnt
audacieuses et dEconcertantes et font prdsumer I'anarchie
mttrique &rigee en systeme quelques ann&es plus tard. (42)

An analysi of the concluding passage of «Le Bossu Bitor» woild
show the balAnce that Corbiere maintains between innovation and tradi­
tion. The hunchbaclr Bitor, «un pauvre petit diable», has saved his
money in a bagand, when the ship lands, he looks for 1ove like the other
saiors in one ،of the dockside brothels. He s mocked at by the other
customers who decide to make fun of him by tossing hنm in a blanket.
He is treated so roughly that he dies and is not seen again until u few
day8 later when his body rises to the surface of the slimy, muddy water
of the dock.  و

Plus tard, l'eau soulevait une masse vaseuse
Dans le dock. 0n trouva des plagues de vareuse .......٠.
Un cdare bossu, ballonnE, dEmasqu€
Par le crabes. Et gA fut jet sur le quai,
Tout comme lautre soir, sur une couverture.
Restnt de crabe, encore il servit de p2ture
Au rire du public, et les gamins d'enfants
Jouant au bor de l'eau noire sous le beaتu tenps,
Sar Aa bosse tapaiet comme 8ur un tambour
Crev& .....٠

L paurreع comps avait conn l'amour

The firaeL line Ls regular but it mns on into the second and stops at the
thنrd syllable with the end of the sentence Thus, the stress is here
muh stronger than on the 6th syllable where it should be. The third

on in theق s an eniambment that runد e is again regular but it also hصلا 
same way into the fourth lne and stops at the thتrd syllable. Again,
the stress here is strong becuهe it not only ends the sentence but
because of the surprise effect of the «crabes». The grotesue des­
ciption i crried on with metrieal reglarity unا the last two line :
here Corbiere could weL hAve ended his pcem with the picture of the.
ihc drenل beating a drum : «Sur &a bsse tapaient comme sur  uص
tmbour», but instea, he runs on inمt the shocking image, «sur un
tamboar }Crey& » with its fiصal ironic touch, « L pauvreع corps
arait connn'lamoUr.»

(42) Bouet pp. .% و101
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In spite oF the eniambments and irregular caeuras, there i8 no
[مt tم diقlمco tion of metro for the retur t theم regular alexandrines
gives rest t theم ear. This technique is natural to English, for ever
since Shalrespeare's blank verse, Bngllsh poetry has used a metre that
follows the natral rhythms of speech, by varying the metre, using
enjambments and intentionally shifting the place of the caesura.

CorbiAre also used traditional poetic forms such ب as tho sonnet
and the rondel but ب with modifications. In the sonnet, for example,
ho constantly varies the rhyme scheme and, in some cases, even the
lngths of the lhes ; in the rondels he cuts down the numker of lines
,t tvelveم changes the place of the tercet, but keeps to the rule of
having only two rhymes. (43)

Some of Corbiere's most interesting poems, however, are those
that are not written in any regular stanza fom = such as «Le Pete
contumace» and «Ee Bossu Bitor». He uses rhyme and counts the sylla­
blcs, but the stanza is like a paragraph and conforms to his ideAs or
feelings, s0 that a, stanza can be anything from two to ten or fourteen
lines (as in < L Poeteم contumace»).

٣٣٤

Some poets in England and in America i the first decade of this
century began to write verse that had no rhyme, metre or patterned
form. Many called this oers liba, but even in 1917, Eliot refused  tم
consider the existence of any such thing as uers libre fo «..٠..٠ it is
a battlecry of freedom, and there is no feedom in art» (44) Instead,
he maintained that

the most interesting verse that has yet been written in our
anguage has been done either by takcing a very simple form,

-like the iambic pentameter, and constantly withdrawing from
it, or taking no form at all, and constantly approximatig to
a very simple one. It is this contrast between fixity and
flux, this unperceived evasion of monotony, which is the very
life of verse. (45)

Eliot gave Webster as an example of this evasion and reognition of
regularity, and concluded that

(43) Marshal Lindsay, «The Versification af Corbiere's Les Amours Jaunes, PMاA,
7o1. 78, Sept., 1963, pp. 35&68.

(44) T.S. ElioL, aReflections on Vers Lhbre٥ in To Criticize the Crtie (New york : Farrar,
Straus and Giroux, I965)p. 184. The article appeared in the New Statesman, Mareh
3rd, 1917.
(45) Ibld,, 0. 1F6
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the gkost of some simple metre ehould .lark bمhid tف وarA 
in even the «freest.» varse ; to .advAnce aonedirgly t Weظ dbae
and withdraw as we rouse. 0r, freedom is only truly freedom
when it abpears gaiist ة a backgrdud ot h ة aغtt it اجت عنلا
ation. {46) .

and Added,

.....٠ There is no esGape from metre ; there is only masteHy {7)

THus, as wiLh Donne and Corbiare, the fouudations fELoEs poetry
are the traditional rules of verse and cDespite l ع the smoke sceens
of propaganda throw» up by Round, he and Eliot start from taditional
metre.» (48)

In eThe Prelude», for example, he keeps to a fairly 'constant
iambie tetrameter with a certain amount of rbyme, and a few Ahorter
lines : •

And now a gusty Bbower wrtps
The grimy Ecraps
0f wthered leaves about your feet .٠..٠٠

In his early veree, however. Eliot uses all t own عط ط wariations of
metre doing away with the weak syllAble of the firet foot (initiلa 
catalexi), adding a weak syllable at the end of the line (feminine
ending), inverting the fist iambic foot into a trochee and using anap­
aests. In the folowing passage from cThe Love Song of J. ALfred
Prufrock», We fid two lines of heptameter,

The yelow fog that rubs its baek upon the window-janes,
The yelow emoke that rbs its muzzle on ths widowpanas,

followed by a hexameter with initial catnlexis as well A فة feminLne
ending :

Licked its tongue ite the comems of the evening,

and a pentameter with an inverted iambic :

Lingered upon the poolA thAt stand in drتnف....٠ .

(46) mbid., p. 187.
(47) mhld., p. 188.
(48) Harey Cross Sound ndه FortN In Modcn Pceuy (Ann Artor : The Unirerelty of
Micigan Pres 1965), . ح97
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ie contiiues in this manner until he comes to the end of ih coneeitك
in the eighth lie and reverts to the iambic pentameter :

Curled once about the house, and fell asleep. (49)

Gross points out that in «Gerontion», (50) Eliot uAes both the
rhythms of prose and iambic pentamneter. Thus, tنhe opening lines
of the old man are given in strongly rhythmic prose but in the passage
where he becomes more intense, Eliot uses Websterian blank verse

I have lost my passion : hy should I need to keep it
Since what is kept must be adulterated ?
I harve lost my sight, smell, hearing, taste and touch :
How should I use them for your closer contact ?

In «Gerontion», Eliot dces away with rhyme which he had partly
used in the earhier poems. Following his argument on free verse, he
points out thAt

The rejection of rhye is not a leap at facility ; on the cont­
rary, it imposes a much sererer strain upon the language.
When the comforting echo of rhyme is removed, success or
failure in the choice 0f words, in the sentence structure, in
the order, is at once more apparent.. Rhyme removed, the
poet is at once held up to the standards of prose. Rhyme re­
moved, much ethereal music leaps up from the word ....٠٠ {5l)

Gross has also pointed out (52) another important characteristic
of Eliot's verse which again illustrates the vasion and approximation
to traditional metre. He declares that the drmatic structure of The
Taste Land is essential to the understanding of Eliot's prosody, because
here Eliot meets the draLatic reuirements of the poem by uAing two
mnetrical modes. The first of these is a conversational idiom, a line
of four strong stresses :

I read, much of the night. / and go south in the winter.
Eliot then turns into the second mode, which is again blank verse :

What are the roots that clutch, what branches grow
Out of tنhis stony rubbish ? Son of man, ...00.

·The movement thus alternates from one metrical mode to the other,
enabling Eliot to produce the contrast between fixity and flux and that

(49) «The Lovesong of J. Altred Prufrock».
(50) Gross, pp. 182 ff.
(51) Eliot, cReflcctlos on Vers Llbre8, pp. 18889.
،(52) Gross pp. 166 f5
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freedom which i only freedom when it works i a contert of artistic
order or an artificial limitation. Elot like Donne and Corbfere, was
after a kind of writing that would respond to ء contemporary modes
of.thought, feeling and speech.» (63)

III THEMES
WBat is common to Eliot and Corbiene to a great extent, and  tم

Donne to a lesser degree, is the urban background which they all criti­
ise. We find this in Donne's <Satyres» where he mocks at pcets andث 
laiyer8, empty-headed fops and their mistresses, courtiers and suitors,
awofficers and the Court itseLf.

My sinne
Indeed is gret, bat I have beene i
A Purgatorie. such as feard hell is
A recreation to, and scrce map of  ihtق
I had no suit there, nor new suite to shew.
Yet went to court ;٠.٠٠٠٠

- «Satyre DVs

Donne, however, is urban i the sense that his poetry is the product
af a highly civilised sceiety and not that of a nature poet such as
Vaughan, for eample and the city. as such, daes not form part of
the background of his poetry as it does that of Corbiere and Eliot,

Corbiere's poems portray a kind of life that has great affinity
with Eliot's early poetry and his Wdste Lamd His Paris is «une
foumiliEre», (54) a city where the prostitutes walkc in the streets
or go to the Bois de Boulogne, of beggars, and of a poet whose very
muse is in tone with her 6urrounding8. She, too, is walking the streets,
dumb, stupidly looking at the passing wind and not hearing the sound
of emptiness around her.

Lذ, sa pauvre Muse pucelle
Fit le trottoir ei demoisele.
Is disaient : @u'estc qu'elle vend ?

Rien. - Flle restait lA, stupide.
N'entendant pas sonner le vids
Et regardant passer le vet.

Pari8»

(53) ELiot, qAmenican Literature and Language in To CrteعتL te Crte .p ه t ه p. 57.,
(5A) Corblere, , irهPaه pp. . ة223
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It 1s in Patis ء Noctufne,» however, thAt he mdBt ف lkE Eliot. It
wea, chl Ahdض Kes it to thة s hot a, city but a world, and he first coipا 

fat, whose tide has ebbed with its dكi tant growl. Can you hear th4
scratching of the crabs ? he asks. It is a dried 8ty± whEre Dibgfفa ,
the rag-picker, is wandering about at his ease with his lantem in his
hand, a place where perverse boets are fishing in the black gutters
using their empty heads a tinsف for bait. Itis a field with hideous
hatpies circling overhead and swooping down on fithby rags. It is
death with love upstaiIs having its siesta : listen, he &ays, not even
a drem i8 moving. It is Iife, a hively spring singing the eternal song,
over the head of a sea-god, who is stretching his bare green libs
on the bed of the morgue, with his eyes wide open.

Ce n'eAt pas une ville, d'eAt un monde.
C'est la mer :- talme plat = t ن la grahde IarEe,

Avec un grondEment lointain, s'est retiEe.
Le flot va tevenir, se roulant dans 8on bruit  م

Entendez-vous gTatter les crabes de la nuit ،....٠

C'est le Styx assech€ ; Le chiffonier DiogEne,
$a lAnterhe A la, main, s'en vient eHrer sans gEne.
Le long du ruisseAu noi, les poetes perver
FEeheht ; leur crAne ceux leur sert de bofte A ver9.

Cest le champ : Pour glaner les impures charpiقe 
S'abat le vol tournant des hideuses harpies.
Le lapin de gouttiere 8 l'affut des rongeuI8,
Fuit les fils de Bondy. nocturnes vendangeurs.

C'est la mort : La police git En haut, lamour
Fait la sieste en tetant la viande d'un bras lourd,
Ou le baiser €teint laisse sa plaque rouge ....٠٠
L'heure est seule Ecoutez : .٠٠٠٠٠ pas un reve ne bouge.

C'est la vie : Ecoutez : la source vive chante
L'&temelle chanson, sur la tete gluante
D'un dieu marin tirant ses membres nus et verts
Sur le lit de -norgue Et les yeux grand 'ouverts !

It is strange how much alike are the details and symbols used by
both poets the image of the sea, the crabs («a pair of raggeD claWs
/ Scuttling across the floors of the silent seas»), the allusions tمo the
Styx and to Dante's Iferno, the useless search for a man, the gutters,
and the figure of the sea-god. Eliot's city is tنhe <Fourillante CitE,>
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(56) with ite hAlfdaerted streets and bnenigbt cheap hotels, sawdust
restaurants, <Arms that alohg عنا 4 table» in the lamplight, dingy
shades in a thousand furiehed rooms where you watعh the night
revealig A thouAAnd sordid inages, women ih pubs, lohely ren leaning

of people where each man fixes bis eyes beforeق at of windoms, crowdن 
.orbiee's riverقة ث fet, a6a the paet fishing i a Thahnes as sLiiyقظ 

The atmosphere and characters of the brothel scene in CorbiEre's
< L Bossuص Bitor» have much of the sordidness of Eliot's Sweeney poems.
The pieture of Life that they want to portray is the shocking reality,

 م ن ،

Death was a reality to Donne as well to فه Corbiere and Eliot aId
ht themeع of death was present in much of their verse. Donne's
«Ehroud» i toف be seen even in hتs erly love lyriعs where he often plays
with the idea of deth and separation :

But eغih ة thatf
Must dye at last, 'tis beEt
To use my selfe in jest
Thus by fain'd deaths to dye

«Song»
٠»٠٠٠٥

In he' ع Will», he beutieathes his eyes, tongue. constancy, truth,
bokE and all the fet before h hisفh sف la8t brath, In <The
Fbarall», he bids whUever comقe to Ahroud him not to harm «Nor

»,ueston mueh / ThAt subtile wreath of haire, which crowns my armف 
and in <The Relique»,

When my grave is broke up againe
Some second ghest to entertaine
(For graves hare leam'd that woman-head
To be to more than one a Bed)

And he that digs it, spies
A bracelet of bright haire about the bone,

He treats the theme with the same levity in The ء Dampe»,

(55) Eliot dmiGeع hIs indebtedness to Baudelaire's Fleung uه Mهl And especlلد ly to tHe
t٣o LinEs, cFoummillaTe Cit€ cite pleine de reves; /O٥ le spectre en pleia iour maceroche
le pasEant ،٠.84 : Wbet Dante Menns t Me8م in To Critee the Crte, pp. 1267,٠
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WHen I am dead, and Doctore komr noL why; ..٦3
• And my friends .curiosities ٠٠0-٠-٩

Will have me cat up to survay each part
When they shall finde your Pictre in my heart :..::-; »

The same levity and serioueess are t be found iy Marvells"  ]ء6
His Coy Mistress» where he tells'her that

Thy Beauty shall no more be'found ;
Nor, in thy mArble Vault, shal sound
My echoing Song ; then' Wors shall try
That long-preser-v'd Virginity :
And your quaint Honour tumn to dust ;
And into ashes all my Lust
The Grave's a fine and private place, ،
But none I think do .there 'embrace.

It is in his Holy Sonnets and his Hymns, however, that Donneis
entirely absorbed with the seriousiess' of death and with his prepa­
rations for the moment when he is to enter that ء Holy roome» where
he wil face God. AA with other religious poets af the 17th century,
death held no fear for him sice it would bring him to the reSurTection :

What shall my West hurt me ? As West and East
In all flat Maps (and I am one) are one,
S0 death doth touch the resurrection.

«Hymn to God my God, in my siclnesse
Even in the light Cavalier verEe of that century, the campe diem

theme implied an awareness in the poet of tha brevity of life and beauby
and the closeness of death. cThen dye,». said Waller to the rose, <that
shee / The common fate of all things rare / May read in thee, ...٠.٠»

٣ ب م

In Corbiere. too, death is constantly present and at times he treats
it hike Donne - in jest. He too makes his will and tطe things he has
left behid («LaissercouITe»), and even writes his cEpitaphe» in
which he wittily describes himself with puns, paradoRes and antitheses
(56) He repeats this self-disparaging epitaph in cDEcourageux» and

(56) Eliot took the tite of his French pcem wNElange Adultere de Taut» from this poem
by Corbiere. The opening and cosing words of East Colrer = «ln my bcglnnlng 1s my
endn and «ln my end is my beginnlng» - may well hare comc from Corbiere's epigraph
to the same poeu which is deligbrful ه play on words: « .. ٠y لأ a tAnt de choses qقu 
finissent par le cmmencement que le commencement commence A finir par etre Ia fin .٠.8
whlc taken in its eDtIrety. has nم undertone oT eriousnessع and IroNy.

" و م<

 ة
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<Une Mort trop trevailee», but Bis dry, mocking tpne was a screen for
the seriousness with which' he thought of death He refers to it in
Bis ow typical way a aه womقn, who is cold and coquette and after­
mard8 without passion, and with whom one only sleeps Mhen one is
rigid :

La mor ah oi, je sais : eette femme est bien froide,
Coguette dans la vie ; aprEs, sans passion.
Pour coucher avec elle il faut Etre trop roide .
Et puis, la mort n'est pas, c'est la negation.

Sous un Portrait de Corbieresء 
In «Un Jeune qui s'en va», he suddenly turns from his gay critieism

of other poets to a final lyical quatrain, when he feels her last kiss
getting chapped on his lips and death rocking him to sleep in her ars
and undressing him of life :

Sentir sur ma lEvre appauvrie
Ton dernier baiser se gercer,
La mort dans tes bras me bercer .
Me deshabiller de la vie ! ...٠٠٠

Eliot considered the «Rondels pour apres» as particularly important
because their conceits mere close to Donne. (67) Their importance,
however, is in their treatmnent of death : the rondels are lullabies for a
dead child but the rondel called Petit ء mort pour rire» is obviously
written for the poet himself. He mocks with a light touch the masque­
ade of funeral rites, of coffins and sextons and the everlastiny
flosers of the graveyard, with the result that the pcems are a combin­
ation of irony and of the utter pathos of lif.

Ne fais pas le lourd : cercueis de poEtes
Pour les croquemorts sont de simples jeux,
Boftes A violon qui sonnent le creux .....٠

<Retit mort pour rire»
In Eliot, the death theme is subtHy woven into the fabrie of The

Waste Lamd. But the theme is to be found earlier stil, in «Prfrock»,
when he sees the ء eternal Footman» (58) holding his coat and snick-

(57) THis Is referred to by Greene, pp. 8930, from Eliot's unpublished Clark Lectures
VI. ٠
(58) Cf. Donnes line frm «mhe Second AnniverEary : 'Thlnke uhen, my Eoule that
death is but a GrooRe» ٠..-٠٠٠٠٠
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eting. and M -±Whispers of Lmmortality». Here he speaks of Webster
wفh cBAw thE skull benrth ths skin» and of Donne who kew ء tha
angtiعh Df the marrw 1 THe ague of the skeleton». In ،'The Burial
of the Deadة , h8 Days thAt he will show us cfear in a handfu] of dust»,
refers to Dante's Ifemo and Purpatorن and the Unreal City where

ndon Bridge, so many, / I had not thoughtم A crowd flowed over Lء 
death had undone so many.» He refers twice to the passage from
Marvell's <Coy Mistress» on the nearness of death and each time he
tum it into Somethng more gTotesgue :

But at my back in a cold blast I hear
The rattle of the bones, and chuckle Bpread from ear to ear.

- A rat crept softly through the vegetation
Draggig its slimy bely on the bank ٠...٠٠

TBe themes of death and death-in-life are also to be found in cThe
Hollow Men», which is not only a waste land but a land of the dead,

Tbose who have crossed
With direct eyes, to death's other kingdom ...٠.0
This is tنhe dead land
THis is cacهub land
Here the stone images
Are raised, here they receive
The supplication of a dead man's hand ....0.

 و و$

In their desite to give realism even to the point of describing
things that are repulsive. Donne, Corbiere and Eliot turn to the grotes­
ue. In addition to Donne's <bracelet of bright hair about the bone»
and the idea that his grave will entertain another guest, there are a
few Lines in the elegy, The ء Autumall», where Donne takes us from
descriptions of old age to death and death'sheads :

But name not WHter-faccs, whose skn's slacke ;
Lanke, as an unthrifts purse ; but a soules sacke ;
Whose Lpes seeke light within, for all here's shade
Whose mowtlhes are holes, rather worne out, than made
Whose every tooth to a severall place is gone,
'To vexe their soules at Resurrrecti6: ;

Seeing things i a grotesue way is also characteristic of CorbiEte.
We had an example of this in the last passage of Le ء Bossu Bitor>
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in which Corbiere descriطصs 'the horror of the dedomposed and defomed
body of the hunchbackr rising to the surface of ,ht Elimyع muddy water
f tho dcck while ths people kghgd at hi and the children tappedه 
hia hump.

In two Breta pGm8, «Raysage MAuvais» and «Nature Morte>,
Carbiere gives an eerie descripiton of nature : $ands of old bone,
accursed marsh-lighl, stinking grass. toads paisoning the pushrooms,
cuckoos, screech-owls with gleaming eye, barnowls who fall silent at
the sound of the wheelbarrow of Death, and crows circling over the
house 0f a dead map

In Petit ء mort pour rire>. he tells hLmseL to go (dle) quickly. for
the grass in the wind wالl be hig haLr and from his gaping eyes wil
spring wil-o'-the-wisps, prisoners in poor heads.

This idea is echced Eiiots ز «Whispars of Lmmorاعلlty».

Webster was muoh pgssessA by death
And 8Aw the shull beneath the skn;
And breastless creatures under groung
Laned backwand with a lipless gTi
Daffodil bulbs instead of balls
Stared from the sockets of the eyes ! .

There 1s another parallel between Corbiere's description of the roof
of the rulned convent crenelated as the machoir ء d'une vieille>  Lم>)
poEte conbumace») and Eliot's more vivd and grotesque description
of the econd stair in Ash WedMesيd :

There were no more faعe and the stair mas dark
Damp, iagged, like an old man's mouth drivelLing, beyond

repair,
Or the toothed gullet of &ag صه AhArk.

We have Already soen how Rliot changed Marvell'A guotation on
marble vaults and wors into a description of a mt dragging its slimy
belly through the vegetation. Immediately after, as Prinee Ferdinand
thinks of his fathers death, Fliot continues with his pictre of

White bodies naked on the low damp ground
And bones cast in a little low dry garret,
Rattled by the rat's foot only, year to year.

»The Fire Seronء -
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1٧. STYLISTIC' DEVCES

THe use of conceits, paradoxes and antitheses in the poetry of
Donne, Corbiere and Eliot bearE a, striking resemblance. Generally
speaking. these techniques demand a conscious and rational objectivity
on the part of the poet for it is through them he tries to express his
most personal and intense feelings. In this way, the emotional element
in the verse is subjected to rational analysis, thereby fusing both
thought and emotion.

0f all the technical devices used by 17th centry poets, the conceit
is considered as the most MetaphysicAl. It was the ء metaphor that
connected logicAlly subjects not obviously analogous», (59) and hence
surprised and shocked its readers. Donne's comparison of the refle­
ction of the lovers in each other's eyes to 1wo hemnispheres, or their
separation and reunion to the openig and cosing of the two feet
of a compa8s, or the reflection of her face in his tears to coins that bear
her stamp and therefore worth something by such mitage, are
typiaI Donne conceits. (60) He uAed the extended coneeit as well
in which he stretched the comparison as far a8 it would go. 'Thus,
when he compares his body to a map, his doctors to cosmographers.
and his disease to straits, he imagines the cosmographers are searching
for the southwest passage, through straits that will take him to the
west, to death, for their currents yield return to none. (61) His
imagery was taken from all the sciences of his time geometry, geog­
raphy, medicine, astronomy, chemistry, as well as philosophy, and
out of this «unpcetic ء material he produced pcetry of great beauty.

Corbiere, on the other hand, did not go to science and philosophy
for his imagery but to natural human activities and interests. 'THis
was perhaps due to his being <conscious of the real importanca of
nature - nature as it mas, not the fictitiou8, sentimental <Nature ء of
romanticiem Eis attachment t istinctم and the earth and the
sea is an expression of belief in human nature. (62) Thus, when he
speaks of death as a cold cruette, or of his Muse as sterile - ,Oui ء

(59) Dncan, p. 12.

(60) dThe Good Morow, Aة Waledieton : Forbidding Mouming, and aA Velediction :

Of weepineM.

(61) uymn to God my God moy ما sickesمs .»

(62) Tumell, pp. 40401.
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٤laإ بم Muse eststErile ! EIle est fille! D'Amour, d'oisiveهt , de
 شاتة وجيي.ي.ع= مدة عنا مقامافء يا ثل، ثمج3{%

 :يميع3%.::#.:#3: ;لإ#.±بن:;#ن.
٠e 'OW، و٠ د • o£ er اewa ف iو whiapemrine ea ه ن« فقنط مة فض ة e ع ة £"? أم ع ؟{"لإ

Le oleil ة est noyE. G'est le soir dans le port
L Avireح est bereE sur ses cbles, s'endort
Seul ; et le clapotis bas de leau morte et lourde
Chuchote un gros baiser sous la carene sourde .

 "تثي"3""4ر،2 قثيث%" ه• بجنا هو د به م
f# .عi.:2.:٠ لإة لإج-ه:.:4 لع.2 c هsrtk#، ينو.يت.ة  ة يميت

0 femmne tranaposEe en Morceaw diffieile,
Tes croches Eans douleur n'ont pas d'aecents humais
Jamais ! La elef-de-.Sol n'est pas la clef de 1'Ame

',emmeو a clef-de-Fa n'est pas lA syllabe dلا 
Ft deux demi-soupirs ce n'est pas soupirer.

wث"ه عملإ: فه4 و ±مديي» هه لداء«هر»عد ••
material. He opens th , "° surprxsing and taken from <unpoetic»

 منوه ءة ه ا ن لإم"" {لإلا"فيh «م فلة. بء ونك فن مد»ء
3 upon a table». the stIeets ofthe t wnم are ٠)l e م ,ي,

 تي:بو .#شية :?ي.؟} .بسنية ته
co1 tee spoons.Je has Hown the eye.

٠٠.... that fix pou in a formulated phase
And when I am formulated. sprawling on a pin,

na هn ماw د« and mrieslingم piم he I am%44إل
en uow should I begin '

To spit out all the buttends of' my days and ways ?
 ه

{63) CorbiEre. courageumk له p٥.  .د97٤
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It ls in' cErfrook» too that wa. have Eliots wivid extended eoneeit b
mhieh he compares the yellow fog that rub its back and muazle on the
window-panes, licks its tongue, 8lips by the terAce, leaps into theم- 
night, then curls about ht houseع andfalls asleep.

The image8 pf thee three poets were conpidered AurpriAing beaawae
the material they uBed was wnconventional and uncommon. They
tapped sources af comparison that were «uNpcetic» byt out of them
they produced an amAlgam that sAtisfied both the intellect and the
senses. Through their concrete image6, they wera able to express the
most complex feelings and emotions.

 ي«٣

Another stylistic device that was characteristic of Donne and the
Metaphysical poets was the paradox, It had begun to k popular i
Bngland in the late 16th century among both poets and prose-writers.
The paradox has been defMed. as a figure of speech in which a state­
ment is made that is contary to conceived opinion or one that seems
absurd at first but turs out to have a coherent meaning, as, for
example, Donne's sonnet in which he tells death that it is he who
will die. As it involvs two contrasting aspects, or two opposites, it
is often joined to antithesis, which is another figure of speech in which
ideas are contrasted through parallelisms. Both devices demand
agility of mind in both poet nnd reader. Thus, when Donne says to
God in his sonnet (KIV),

Take mee to you. impriEon mee, for I
Fxcept you enthrall mee, never shall bo free.
Nor ever chast, ecept you ravish mee.

or when Marvell's Soul argues with the Body that he is

Here hlinded with an Rye ;and there
Deaf with the drumming of an Rar ..٠٠٠٠٠٠٠

they are both using subtlo paradoxas which asG contain antitheses. In
Good Fmday. 1618», Domne builds his whole poem on a paradox : heء 

i ridingك westward on that day but his soul is bent towards the aast,
ht risingع sun, the resurrection :

Hence is't. that I am carTyed towards the West
THis day, when my Soules forme bends toward the East.
There I should see a Sunne, by rising set,
And by that setting endlesse day beget ; .٠٠٠٠٠

In Corbiere's verse, paradox and antithesis are constantly used.
When speaking of love and his desire to be loved, the poet realises the
conflict in his own nature for, at the same time as he begs for love,
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he 'i .aftaidق of 'baing'heard : he is alow type, a bohemبnفi dining on
bunger and freedomn.

Mon Amour A moin'aie pas qu'on l'aime
Mendiant il a peur d'etre &couti .....٠
Cest un lazzarone enfin, un boheme,
D&jeunant de jeune et de libertE.

«A une camarade»
These devices were uBualy used by Corbiere to direct amusement

at hjmseلf and .feelings قنط He is constantly ridiculing physfcal فنط
ugliness and .isط sknnines and, at. the same time. he is afraid of
showing hi eotions and afraid even of the emotion itself. This
«self-destructive type of introspection, or auto-irony» (64) is t beم
foud in Corbiere, Laforyue and ELot.

In <Epitaphe», which was kown ,t ELiotم (65) he speaks of
himseLf in ironic paradoxes and ends the poem by sayig that he died
waiting to live and lived eRpecting to die. and that there lay one who
had succceeded too wel as a faiure :

Il mourut en 8'attendant vivre
Et vecut, 8'attendant mourrir.
Ci-t, coeur sans coeur. mal plantE,
Throp reussi,- comme at&.

«REgale wne Epitaphe egale une prEfaee et rEciprouement.» he says in
the poem's epigrapمh 

In <Le Poete contumace>, the poet eRpresses his despairing love
through self-irony, mockery and puns, altemnating these with passages
of great lyrical beauty and tenderness It was t herم that he Eaid
goodbye, to her mho had wept so hard for him that he had wanted to
stay with her and cry over himseLf. But it was al over, he added,
and he was a ghost of bone and he mas goig t addم <of flesh>
but remembered how thin be was :

Cet A toi que je fis mes adieux A la vie,
A toi qui me pleuras Jusqu'i me faire envie
De rester me pleurer avec toi Maintenant
Cest jouE, je ne suis qu'un gAteux revenant,

(64) Frencis Seare. cEلiot and Nineteentheentury Freneh Pcetry in EIlot In PerEpeetlve,
edited by Grehمm Marin (Landon : Macmilan .Co &ي 1970), p. 58.
(65) See p. 26 ot th s ت paper.

(3)
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En os et ....•. .ahais' ث) dire en chعia ). hc seم Lه ak re@ ه
C'est bien moi, ie suis lA mais comme une .atureم

Furthermore, CorbiEre saw tahe irohy of lLfe througb his paradores.
I] voyait trop,» he said of hiEeLf in €DEcourageUX>, 4Et voir estء 

un aveuglement.» He tells his beloved that if ahe were not false, she
would not be real - ٠Si tu n'&tais fausse, eh serais-tUi- vraie ?» («Fleur
d'art»).

Dn 4Paris Noeturne.» (66) be pictures death with the image of
love having its siesta, as a solitary where not een a dream is moving,
while life is seen a8 a siging sprig of water and a sea god i the
morgue : not only are life and death contrasted but each has something
of the other.

Eliot makes use of paradox and antithesis in the same wAy as
Donne and CorbiEre used them. Firet, he enhanced and emphasised
his ideas by the application of a paradox. «Gerontion», for
example, he speaks of history in terms of paradox and' antithlesis-

She gives when our attention is distracted
And what she give9, gives with such supple confusions
That the giving famishes the craving ..٠٠٠٠٠٠٠٠٠٠٠٠٠٠٠٠... Think
Neither fear nor courage $Aves u8. UNnatural vices
Are fathered by our heroism. Virtues
Are forced upon us by our impudent crimes

Tn Whispers of Immortality», Eliot 1efers t Websterم who <8a٣
the skull beneath the skin», the skeleton and the flegh, and t Donneم
who knew that &No contact possible t fleshم / Allayed the fever of the
bone.» He contrasts Webster's breastless ء creatures wnderground» with
Crishkin's promise ء of pneumatic bligs.»

Duncan has pointed out that

Antithesis and paradox are the underlying pattens that give
fom t theم poetic music of Four @uartets 'There i8 a
continuous play upon the contrجst between morement and
stillness, past and present., sichess and health, and parti­
cularly beginning and end. (67)

(66) See p. 24 of this paper.

(67) Duncan, pp. I5963.
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In the Good Rrday section of <East Coker», Eliot is claEe t theم
Metaphyidl mamner i MarvelH and Donne. H «A Dialogue bebween
the Soul and the Bodyد , Maصvell's Soul has to endure physica] «Diseases,
bpt, whats worsE «.ht Cureع Tbus, Eliot's <Our only health is the
disease refers to physical sickness that wil lead to death and thus  tم
spiritual health In the stna on purification Eliot builds his
multifoliate» symbolism on paradox :

If to be warmed, then I must freeze
And quake in frigid purgatorial fires
Of which the flame is roses, and the smoke is briars.

The self-ironic tone that is typical of Corbiere in hفi intimate
pems is a soل to be found in Eliot's early verse. It first strikes the
reader i the character of Prufrock with his «bundred indecisions»
and his hundred ء visions and revisions». 'There is time, he says, to
wonder and t turnم back but, if he does, «they» will see the bald spot
in the middle of his hair and wil notice how his hair is growng thin,
'They will notiee that his clothes are «Tich and modest», but they will
also Say that his legs and arms are thin. Ryes can fix him in a phrase,
hike a pin fixing a sprawling wom on the wal. He is no prophet,
no Lazarus, no HAmlet only ب an attendant lord. He is hesitanL,
unceItain, anxious.

'There is a great deal of irony in Eliot's French poems which date
from the time he was interested in Fench verse. In cMElange Adultere
de Tout», his irony is self-directed, in the manner of Corbiere, at his
travels and the may he changes character and iobs where ever he may
be. In cLe Directeur», he makes fun of the Director and puns, like
Corbiere on cLes actionnaires / R&actionaires>. In Lune ء de Miel»,
he produces an ironic situation where the glamour of the honeymoon is
cotrasted with the sordid reality of heat perspiration, two hundred
bedbugs and a husband thinking of tips and expense5. Fially, in
·Conversation Galante», be shows us a man and a woman who are
totally incompatible in character she being imperious and indifferent
and he sentmental

 ي٣«

It is difficult to point to part of a poet's work to isolate it and to
sy that it has been influenced by this poet or that, without giving this
influence a disproportionate importnce. This is especially the case
with Lliot whoEe habit of allusions (also tم be found in Corbiere)
sent research students for more than half centry bunting for the
sources of his poems. Verbal borrowings are the most elusive, the
least imnportant and the most difficult elements t aEsessم in a poet's
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work, for i6 is not what he borrows but how he makes use of his
hprrowing that is of value in understanding his work.

Instead, an attempt has been made in this paper to search for
those elements in the work of Donne and Corbiere that Eliot had
coNsidered important and that had helped hi in his work as a poet.
Certai similarities have thus appeared - the desire in the poets to
bring their verse closer to the reality by finding, as Matthiessen points
out, <a new medium of expression that would corIespond t theم felt
intricacy» of their existence ; similarities of theme and of their outlook
on life ; and similarities in their stylistic devices.

We must not forget, however. that every infuence or revival
invollves a new interpretation and that, as we have seen in Eliot.

Each period seeks out those elements in its cuiltuIral past with
which it hدs an affinity and reshapes them i its own image
to meet its own needs. (68)
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